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Foreword 


T he vast repertoire of Indian miniature painting constitutes an invaluable part of our 
heritage. Painted primarily for royal and courtly consumption, this art flourished 
throughout the country from the 16" century onwards and led to the fruition of 

different schools. Amongst the myriad themes that found expression in the visual medium, 

a distinct genre illustrating melodies of classical Indian music or ragas and raginis evolved 

during the 16^ to the 19% centuries in Rajasthan, Malwa, the Punjab hills and the Deccan. 

These paintings, called ragachitras, represented a confluence of the audible with the visual 

and were executed with great élan. The concept of rdgachitras entailed immortalizing 

melodies by the means of deification and personification, at times, investing them with a 

more profound meaning. The depiction of certain ragas and raginis was also based on their 

performance or the emotion or rasa that they evoked. 

This book presents an extensive art historical, art critical and aesthetic discourse on 
ragachitras of the Mewar School which ranks as one of the most prominent sub-styles of the 
Rajasthani miniature painting tradition. The Mewar School rose to prominence in the Mewar 
region of Rajasthan, with Udaipur as its main centre. The ragachitra folios taken up for analysis 
in this book have been culled from the National Museum and form a part of the prestigious 
Gem Palace Collection, dated approximately to 1640-50 cE. In tracing the historicity of Mewar 
ragachitras, the earliest folios, dated to about 1575 CE, and presently housed at the Bharat Kala 
Bhavan, Varanasi have been discussed. The next set of ragachitra folios is ascribable to an 
artist named Nisardi. They were executed in 1605 cE at Chawand, which was the capital of 
Mewar under Maharana Pratap. These folios are dispersed in museum collections all over the 
world. It is quite apparent that the painting of rdgachitras gained great currency in Mewar 
since they were executed throughout the 17" century with tremendous zeal. Another set of 
ragachitra folios which precedes the Gem Palace folios is held by the National Museum. These 
are conjectured to have been executed in 1627-28 CE by an artist named Sahibdin. In this 
book, all the aforementioned ràágachitra folios have been investigated with regard to their 
visual and textual content alongside the Gem Palace folios for the purpose of comparative 
analysis as also to gain a holistic understanding of the style and content exemplified in the 
Gem Palace set. 

The National Museum is home to a rich collection of miniature paintings belonging 
to different schools including Mughal, Rajasthani, Pahari, Malwa and Deccani, illustrating 


different themes encompassing epic and Puranic literature, musical melodies in the form of 
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ragas and ráginis, erotic texts such as the Rasikapriyd and Rasamanjari, seasons as visualised 
in the Barahmasé, portraits, court scenes, hunting scenes, etc. As Director General of the 
National Museum, it gives me great pleasure to introduce the Gem Palace Collection which 
constitutes forty-two rügachitra folios of immense beauty that have not been researched upon 
or published before. The chitrapadas or textual components of the rdgachitras belonging to 
this collection comprise Sanskrit verses written in old Devanagari that were undeciphered to 
date and have been meticulously decoded after an intensive study of primary textual sources, 
including prominent musicological texts, making this book a high quality research work 
befitting the collection. 

In order to establish a relevant context for the investigation of the ragachitra folios, the 
first chapter traces the trajectory of Indian classical music from the earliest times. Since most 
of ragachitra paintings discussed are evocative and have strong erotic overtones, the concept 
of rasa as the foundation of Indian aesthetics and nayaka-nayika bheda are discussed in the 
second chapter. The third chapter introduces the salient features of the Bharat Kala Bhavan 
and Gem Palace ragachitra folios. Chapters four to nine classify the ragachitra folios according 
to their predominant themes, viz. Deities, Ascetics, Seasons, Lady in the Grove, Śrńgāra Rasa 
and Miscellaneous — for those ragachitras that do not fall under any specific category. 

Identification, interpretation and scholarly research are integral parts of documentation. 
As Director General, my vision and constant endeavour is to enable greater visibility of 
National Museum's rich and invaluable collection through erudite publications. Decoding the 
textual and visual contents of raga paintings requires a deep knowledge of Sanskrit, music 
and art in order to establish text-image coordination. I congratulate Prof. Anupa Pande for her 
scholarly work on ragachitra paintings which combines both the theoretical aspects of Indian 


classical music and their visual manifestations in painting. 


Dr. B.R. Mani 
Director General, National Museum 
Vice Chancellor, National Museum Institute 


of History of Art, Conservation and Museology 
Janpath, New Delhi 
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History of Indian Music 


T he concept of painting of melodic modes (ragas) constitutes a unique genre of Indian 
painting. What was its genesis? How was it that an abstract form (amürtarüpa) was 
made manifest into concrete form (mürtarüpa) in a material medium? This chapter 

adumbrates a brief history of Indian music, the antiquity of the raga form and also seeks to 

investigate the relationship between music and ragachitras. 

The Natyasastra' of Bharatamuni deals with two distinct forms of ancient Indian music, 
viz. Gandharva and Gana or Dhruvdgana. Abhinavagupta, the foremost commentator of 
the Natyasastra, states that “out of Saman arose Gàndharva and out of Gandharva arose 
Gana’? Three stages of ancient Indian music are given here, viz. Saman, Gandharva and 
Gana. Saman was the melody in which the Vedic rchàs or verses were sung. The Natyasastra, 
however, does not deal with Saman music but with Gandharva music. Gàndharva may be 
understood as the classical music of Bharata's time — elaborate, complex and governed by 
rigid rules - Gandharvamiti tajjfieyam svaratalapadatmakam’, i.e. Gandharva consists of 
svara (notes), tala (tempo) and pada (lyrics). Acharya Dattila, an ancient musicologist,’ adds 
a fourth important factor which was avadhàna (the literal meaning of avadhana is attention). 
Abhinavagupta says that avadhàna is yogarüpam, i.e. of the nature of meditation. The word, 
it seems, stood for a meditative idea, a certain psychic concentration and attitude required for 
the proper singing of classical music, Bharata states that Gandharva music was exceedingly 
dear to the gods — atyarthamistam devanam.' The singing of Gandharva was in fact, treated as 
a yajña or sacrifice by means of which the gods were appeased and whereby transcendental 
merit accrued to the performer, From Gandharva was born Gana. Gana or Dhruvagàna was 
the music of the theatre, moulded to suit the structure and atmosphere of the dramatic 
plots. This was the music played in the background during the staging of ancient dramas. 
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Abhinavagupta carefully distinguishes between the Gdndharva form of music and the Gana 
system and devotes the entire commentary on the thirty-third chapter of the Natyasastra on it. 
The purpose of Gana was rakti or pleasure or entertainment. The fundamental distinction was 
that Gandharva music had a rigid framework and was ritualistic music said to result in adrsta 
phala or transcendental merit. On the other hand, Dhruvagana, while culling its essential 
elements from Gandharva, was free from rigid, ritualistic restrictions, was innovative and 
developed into a great variety of forms. Its ultimate purpose was drsta phala, to produce rasa 
and thereby give pleasure (rafjana) to the audience, Freed from traditional and ritualistic 
restrictions, Dhruvdgdna developed into a great variety, The compositions of the Dhruva 
songs were set to various musical forms such as gramardgas, ragas, bhasa, vibhasa, etc. 

The concept of grama is rather difficult for the modern mind to comprehend, for the 
notion is long since extinct. In the Vedic times, there were three grdmas (scales); gandhara, 
sadja and madhyama. There were no fixed scales and the various melodic modes were tuned 
by the aid of hearing. However, gandhara grama became obsolete and the two divisions that 
were left were the sadja and madhyama gramas (which essentially were the foundation of 
all scales). Furthermore, eighteen jatis have been enumerated by Bharata. Jatis are melodic 
structures analogous to those of raga form these days. Seven belonged to the sadjagrama and 
the rest to the madhyamagràma. The sadjagrama jatis were Sadji, Arsabhi, Dhaivati, Naisadi, 
Sadjodichyavati, Sadjakaisiki and Sadja-madhya. The madhyama-gramiki jatis were thus — 
Gandhari, Madhyama, Gandharodichyava, Pafichami, Rakta-gandhari, Gandharapafichami, 
Madhyamodichyava, Nandayanti, Karmaravi, Andhri and Kaisiki.’ 

Abhinavagupta indicates the possibility of the gramaragas being born from jātis 
while commenting on chapter twenty-eight of the Natyasastra® Abhinavagupta includes 
gramaragas in the forms that were gandharvakalpa (close to Gandharva). Though born of 

Jatis, the gramaragas were new and independent musical forms, with characteristics peculiar 

to them and different from forms they were derived from. However close they were to the 
jatis, the grámaràgas did not belong to the Gandharva system but to the popular, freer system 
of music termed gana; their ultimate purpose was not adrsta or transcendental merit (as in 
Gandharva) but to impart pleasure to the audience. Many different derivative musical forms 
such as bhásá, vibhdsa, antarabhásá were born from graémaragas and not directly of jatis. 
Thus we find in Brhaddesi — 'bhasas are born of gramaragas, vibhásikàs are born of bhasas 
and from the vibhásas have sprung up the antarabhasikas.” 

It is only in Brhaddeéi that the earliest references to ragas are found. Matanga clearly states 
“that which is pleasing to people is called raga”, In fact, the word ‘raga’ is derived from the 
Sanskrit root ‘raf’, which means ‘to please’ as also ‘to colour’. Matanga distinguishes between 
the márga and desi forms of music, which may be roughly rendered as classical and popular, 
ragas being the desi form. Matanga says, "That is called desi which is sung spontaneously 
by children, women, cowherds and kings in their own province and with love and melody 
(sanuragena)”! By Sarangadeva's time, the notions of marga and desi seem to have undergone 
development. In the course of time, with the efflorescence of gana and its musicological 
elaboration, within the gana system itself, a distinction was made between the comparatively 
regulated and standardized singing on the one hand and improvisation on the other, which 
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led to the evolution of the raga-ragini system. It may be noted that the twelfth century text 
Aparajitaprchchha seems to foreshadow the concept of raga-ragini by naming six principal 
ragas and their derivative melodic forms. It is interesting to note that the word rdgini has not 
been mentioned until the fifteenth century. 

The earliest representations of ragas seem to be the dhydnas on the presiding deities of 
the ragas. In earlier musicological texts, only the melodic structures of ragas are mentioned. 
There is no mention of rigadhydnas, i.e. meditations on the form of a raga before commencing 
singing or deities associated with the ragas. Since dhydna mantras were often secretly 
imparted from guru (teacher) to sisya (pupil), it is possible that they were not penned down. 
In the thirteenth century, the Sangitaratnákara becomes the earliest available text to give an 
indication as to the presiding deity of each raga, However, no specific dhydnas are given in 
the Sarigitaratnákara. It also refers to prakprasiddha ragas (ancient well-known ragas) and 
adhunáprasiddha ragas (contemporary well-known ragas). The Gandharva system was even 
now discussed in musicological texts. It was, however, the ragas and their derivative forms 
that were prevalent in practice. By the fifteenth century, rdgadhydnas are seen in Sangitaraja 
of Rana Kumbha. These dhydnas are religious in nature. They generally describe the colour, 
garment and váhana or vehicle of the deity ascribed to the raga. They are the sources of the 
earliest pictorial representation of Indian melodies or the ragachitras. Representations of 
few such ragachitras, painted in the West Indian tradition, are seen in the book of Sarabhai 
Nawab. They are, however, no longer available. The earliest secular ragadhydnas are not found 
before the sixteenth century. 

As far as the visual manifestations of these ragas is concerned, it is interesting to note 
that though Matanga mentions ragas, yet there is no reference to any visual depiction of 
ragas even till the seventh century. In fact, Matanga refers to raga as desi or popular form 
of music and terms it as amürta (without concrete form). This is further strengthened by 
the fact that, the Chitrasütra of the Visnudharmottara Mahapurana (approx. sixth century) 
which discusses painting at length, does not refer to any paintings of ragas. The earliest 
surviving ragachitra paintings are those painted in the West Indian tradition on the back of 
a Kalpasütra manuscript dated by Sarabhai M. Nawab to about 1475 CE." It depicts six multi- 
headed male deities labelled as ragas which are Sri, Vasanta, Bhairava, Pañchama, Megha 
and Natanarayana. There are female figures called bhasas and not raginis." These seem to 
be depicted as the consorts of the deities. Here, we see not just the visualization of abstract 
melodic modes, but also a classification of the melodic modes into male and female. Thus, 
the earliest depictions of ragas seem to be as ragadhyanas. The idea of ragachitra, it appears, 
arose as ayadhanarüpa to assist the musician in his practice of music as a sacred ritual. As 
such, they seem to be painted for the purpose of drstadrsta phala, 1.९. their purpose seems 
both pleasure and spiritual merit, By the sixteenth century, the ragachitra paintings show a 
completely different iconography. This is because these paintings are no longer dhyanarüpa 
for the musician but are painted for the consumption of kings and aristocrats who were 
the patrons who got these paintings commissioned. Their purpose was drsta phala now, i.e. 
rafijana or pleasure, 
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A fascinating phase of Indian music began in the fourteenth century with Persian contact. 
Amir Khusrau, associated with the reign of Alauddin Khilji, combined Persian muqqams with 
Indian ragas and developed many mixed melodies (sarikirna ragas), hitherto unknown to 
the Indian raga system." In the sixteenth century, Akbar and Tansen too are credited with 
the introduction of many Persian melodies to the Indian ragas of their time. According to 
Akbarnama, over two hundred of the old Khwarizmite tunes, especially the tunes of Jalashi, 
Mahamir, Karat and Nauroj, which were the delight of the young and the old had been 
composed." This confluence is also reflected in the seventeenth century text Kitab-i-Nauras 
written by Ibrahim Adil Shah II (Sultan of Bijapur). One finds mention of mixed ragas like the 
Turuska Todi in the book. 

The ragachitra paintings executed between the sixteenth to the nineteenth centuries in 
Rajasthan, Madhyadeša (Uttar Pradesh and the Central Indian region) and the Pahari region 
depict an iconography which may be broadly classified into two major types. The first type 
depicts a religious iconography. It must be clarified that this religious imagery is different 
from the earlier avadhanariipa type, which seems to have been sacred and secret like dhyana 
mantras and in custody of the musician himself. Thereafter, the imagery was based on the 
personal religious preference of the court patron. The second type is courtly, ranging from 
depicting nayaka-nayika as royal personages or aristocrats to the depiction of a situation, 
which helps in the evocation of the rasa of the raga or ragini. 

Some of the major sources used for discussing the history of Indian music and iconography 
of the ragachitras are Naradiydasiksa, Natyasatra (2™ century BCE - 2™ century CE) by 
Bharatmuni, Dattilam by Dattila, Brhaddesi (7" cent. CE) by Matanga, Bharatabhasya 
(9^ century CE) by Nanyadeva, Abhinavabharati (117 century cE) by Abhinavagupta, 
Aparajitaprchchha (dated approximately to 12" century CE) by Bhuvanadeva, 
Samgitaratnàkara (13" century CE) by Sarangadeva, Sarigitardja (1456 cE) by Rana Kumbha, 
Sargitopanisat sdroddhdra (1556 cE) by Vachanacharya Sudhakalasa, Rasakaumudi 
(16% century CE) by Srikantha, Kitab-i-Nauras (1590 cr) by Ibrahim Adil Shah II, Ragavibodha 
(1610 cr) by Somanatha, Sarigita Darpana (1625 CE) by Damodara Misra and Ragamala 
(1758 cE) by Yagodananda Sukla. 


ENDNOTES 


. Natyasastra is dated between 2™ c B.C.E. to 2" c C.E, See Anupa Pande, A Historical and Cultural 
Study of Natyasastra of Bharata (Jodhpur: Kusumanjali Prakashan, 1991). 

2. Gandharvam hi samabhyastasmadbhavamganam. Abhinavabhárati on Natyasatra. Natyasatra of 
Bharata with the commentary of Abhinavagupta, 4 vols, edited by M. Ramakrishna Kavi (Baroda: 
Gaekwad's Oriental Series, 1956-1964), 28.9. The above edition of Natyasatra will hereafter be 
referred to as NS (GOS ed.). 

3. Abhinavabharati on Natyasatra, 28.8. Abhinavabhárati on Natyasatra will hereafter be referred to 
as AB on NS. 

4. Mukund Lath, A Study of Dattilam: A Treatise on the Sacred music of Ancient India (New Delhi: 

Impex India, 1978). Dattilam will hereafter be referred to as DT. 


- 


HISTORY OF INDIAN MUSIC | 5 


CamScanner 


5. AB on NS, 28.9. 

. Ibid., 28.36; Cf. rañjako janachittandm sa cha raga udáhrtah. Brhaddegi of Matangamuni, edited 
by Sambagiva Shasri (Trivandrum: Government Press, 1928), v. 281. Brhaddesi will hereafter be 
referred to as BD. 

. AB on NS, 28.40-43, 

8. This verse is not available in the present edition of the Nafyasastra, but it seems that during 


a 


m 


Abhinava's time certain recensions of the Náfyasástra contained the verse. Abhinava thinks 
that this verse is interpolated since it Is not found in his manuscript — asmat pustakesu na tatha 
drsyate (AB on NS, 28.141), Despite this fact, he agrees with it and argues that whether the verse is 
interpolated or not is not relevant. 

, The Brhaddesi quotes Yagtika's view “ग्रामरागोद्धवा भाषा भाषाभ्यश्च विभाषिकाः। 
विभाषाभ्यश्च सज्ञातास्तथा चान्तरभाषिका! । ।" BD, p. 105 (This verse occurs in the chapter incorporated 
into the Brihaddesi from Sarvagamasamhita)’. 

10. BD, v. 281. 

1. अबलाबालगोपालै: क्षितिपालैर्निजेच्छया | 

गीयते सानुरागेण स्वदेशे देशिरूच्यते | | BD, verse 13, p. 2. 

12. Sarabhai M. Nawab, Jain Paintings, vol. 2 (Ahmadabad, 1985), colour plate 1. 

13. Up to the 15" century the word bhasa is seen for subsidiary melodic form. 

14. 0.0. Ganguly, Ragas and Raginis: A Pictorial & Iconographic Study of Indian Musical Modes Based 
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on Original Sources, p. 38. 
15. Ibid., 54. 
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Rasa as the Foundation of 


Indian Aesthetics 


tis generally admitted that the concept of rasa is the most important Indian contribution 

to aesthetics. The sixth chapter of Natyasastra gives the rasasiitra of Bharata. This concept 

reached its philosophical high watermark in the writings of Abhinavagupta. Modes of 
representations in art are drawn from myth, legend and imagination, which supply the stories 
and characters to be represented. Rasa was the principle which enabled the organization of 
these representations into a unity to produce a characteristic dramatic effect or impression 
on the spectators. Rasa, thus, denotes the qualitative essence of the art object and the peculiar 
quality of the experience it enables the spectator to achieve. 

It is well known that the Natyasastra discusses rasa primarily in the context of drama but, 
at a later date, the concept of rasa was extended to poetry and thereafter to the other arts as 
well. 

Although rasa is used in the Nafyasastra to indicate the peculiar flavour or quintessential 
quality of a dramatic performance and its experience, it does not give any philosophical 
analysis of the problems involved, Human reality, artistic representation and aesthetic 
experience need to be related in an adequate manner, In the Natyasastra, human reality has 
its focus in bhava (emotion) and dramatic representations are its imitation or anukarana or 
anukirtana. Aesthetic experience is called rasa, a unity of entertainment and enlightenment, 
and classified into eight, in relation to the gamut of bhavas. The notion of imitation is itself 
a puzzling one. What is the cognitive status of the apprehension of artistic representation is 
another puzzle. How the experience of life is transformed into an aesthetic experience needs 
to be explained. In the discussion of these problems, later commentators elaborated the 
notions of imagination, intuition, aesthetic distance, subjective universality, self revelation 
mediated by feeling, and the tranquility, illumination and beatitude of aesthetic experience. 
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At the same time, the notion of rasa was formally generalized beyond drama into poetry and 
other arts. 

It is in the sixth chapter of the Natyasastra that the famous rasasütra is stated by Bharata - 
vibhavanubhavavyabhicharisamyogdadrasanispattih:' 

The most important interpretations are those of Bhatta Lollata, Satikuka, Bhatta Nayaka 
and Abhinavagupta himself. Bhatta Lollata represented the most ancient view? Abhinava 
says that his interpretation was the one generally accepted by the older scholars. On this 
interpretation vibhdva, anubhdva and vyabhichdribhdvas have their primary focus in 
the characters of real life. In particular situations they are combined with the innate or 
instinctive attitudes called stháyi bhávas. These are thus developed and become rasas. This 
rasa is apprehended by the spectators through the agency of the actors, their gestures and 
enactments. Rasa, thus, becomes something objective which the play communicates to the 
spectator. We have here, on the one hand, a psychology of emotional attítudes. Under certain 
situations, certain trains of emotions are generated and developed into intense experiences. 
The persons who are the objects of emotion are called (alambana) vibhava. The physical 
expressions of emotional reactions, such as tears or trembling, etc., are called anubhava. 
Transient feelings such as worry, humility etc. are called vyabhichari or safichari bhavas. Thus, 
when Dusyanta catches sight of Sakuntala being bothered by the bee in the ásrama of Kanva 
and regrets his own inability to pursue his own desire, we have Sakuntalà as the dlambana 
vibhava, the situation in the dsrama as uddipana vibhava, the sighing of the king as anubhava 
and the immediate feelings of the king as vyabhichari bhavas. We have, thus, a situation in 
which the latent sthayt bhava of rati in the king is developed and manifested. This is a situation 
in real life, a situation of actually felt emotional flow. On the stage, the real life situation is 
imitated and enacted by the actors. Viewing the actors on stage, the spectators believe that 
they are viewing the real life situation and thus through the force of anusandhana apprehend 
(pratiti) the sthayi bhava of Dusyanta developed by vibhava, etc.; and thus developed and 
apprehended this sthayi bhava is rasa. This interpretation is in close agreement with common 
sense, according to which the spectators see the real life through its enactment and apprehend 
its emotions in the process. 

While the identification of rasa with sthayi bhava, through the functioning of vibhava, 
etc., follows the text of Bharata and is unquestionable, the interpretation of Lollata suffers 
from inadequate attention to the manner in which the actors on the stage represent reality 
and succeed in communicating it, as also in the neglect of the spectator and his experience. 
Besides, it is not clear why the view of the real life emotion should entertain or instruct the 
spectators. Sankuka attacks the theory at several points. If the sthayi bhava is already real 
before combining with the vibhdvas etc., why does it need them? On the other hand, if it is 
not real at stage, how can it combine with any thing? If one proposes numerous gradations 
of the sthayi bhava in the process of development, it will be too vague and mutable a thing to 
be classified in the manner in which the ácháryas have done it. From this, Sankuka concludes 
that the sthayi bhava of the real characters cannot be identified with rasa either in itself or 
conceived in terms of any programme of development. For Saükuka, when the sthdyi bhava 
of the character is imitated by the actor through the presentation of the vibhavas etc., then 
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it becomes rasa for the spectators. The natural causes, consequences and auxiliaries of the 
sthayi bhava, when presented on the stage, are called vibhdva, anubhàva, and vyabhichari 
bhavas. Perceiving and understanding these, the spectator is able to infer the sthayi bhava 
in the actor playing the role of the real character, Such an inferred and imitated sthayi bhava 
is rasa. The resultant apprehension of the spectator is not like anything in actuality, It is 
neither true cognition, nor false cognition, nor doubt, nor is it the cognition of similarity. The 
spectator neither identifies nor distinguishes the actor from the character, nor does he see the 
one like the other, nor is he in a state of doubt. Nevertheless, he has a vivid experience which 
is unquestionable, This experience is explained by Satikuka on the basis of the imitation 
of reality on the stage and a peculiar inferential apprehension of it by the spectator. The 
example of the picture horse (chitra-turaga) has been brought up to illustrate the situation, 
The painted horse is not perceived to be real or unreal or merely as a likeness or a case of 
doubt. Its lines, colours, etc, enable the viewer to reach a peculiar inferential apprehension 
which is nevertheless vivid and unique. 

The account of Sankuka rightly emphasizes the nature of drama as an imaginative 
spectacle, which is apprehended in its own right. Neither is the apprehension cognitive nor 
is its content natural. The experience is unique and imaginative. At the same time, Sankuka 
seems to connect the spectacle with reality through imitation and the discernment of what is 
imitated through inference. This seems to produce a contradiction. If the spectacle imitates 
reality, how can its apprehension not be the apprehension of sadrgya? If the apprehension 
is gained through inference, how can it avoid being cognitive? The theory of Sankuka, thus, 
is a curious blend of two different notions. On the one hand, it is the notion of drama as an 
imitation where the primary theme of the imitation of sthayi bhava is a matter of inference. 
On the other hand, drama is conceived as an imaginative spectacle which forms the subject 
of a unique experience. The weakest link in the whole theory is provided by the notion of 
inference. Besides, the theory fails to explain the moving as well as instructive quality of the 
experience which the spectator undergoes. He only infers a sthayi bhava which itself imitates 
areal sthayi bhava. 

Abhinavagupta has given a severe critique of the concept of imitation, namely of the 
sthayi-anukaranam rasah.‘ He asks that where the original is not available, how is the imitation 
to be recognized? No one has perceived the sthdyi of Rama, how can the sthayi of the actor 
be perceived as its imitation? If it is argued that the vibhàva etc. presented on the stage lead 
to the apprehension of the sthayi in the actor, even then the sthayt will not be an imitation; it 
will be perceived as real. In fact, the two aspects of the theory of Sankuka are badly patched 
together, The imitation-inference approach to the art object and its perception tends to be 
realistic and over cognitive. On the other hand, the analysis of the art object in terms of the 
unique experience of a spectacle tends to be phenomenalistic. 

The characterization of dramatic experience in its specific nature is carried forward by 
Bhatta Nayaka, He distinguishes between three different functions and levels through which 
aesthetic experience is generated and declares the last of these to be the enjoyment of rasa. 
The first stage is constituted by the presentation of the plain meaning or the situation which is 
called abhidh or denotation in the case of words used in poetry. This, however, is accompanied 
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by a peculiar process of generalization called bAavakatva or vibhdvand or sadharanikarana. 
This is really the imaginative transformation of reality into a spectacle which is lifted out 
of actual space, time or social relations. This is followed by a peculiar subjective experience 
where the mind is in a state of luminous peace and withdrawal into its own pure nature. This 
is called bhojakatva. On this view, thus, rasa is the subjective enjoyment of the sthayi bhava 
within a generalized or universalized context. The sthayi bhava which is here enjoyed is not 
to be identified with any specific or actual feeling whether of the real character or the actor 
or the spectator. It is rather the focal element in an ideal situation apprehended within a 
concrete or imaginative subjective vision. Drama presents the ideal truth of feelings and felt 
experiences imaginatively, thereby creating a generalized context which remains at the same 
time something concrete and directly experienceable. Bhatta Nayaka, thus, is able to expound 
the nature of rasa within the category of what may be called a subjective universal, a notion 
which is analogous to that of Kant. 

If Sankuka had realized that art experience is not cognitive but imaginative, proceeding in 
the same direction Bhatta Nayaka emphasizes the ideality and subjectivity of the experience. 
Bhatta Lollata had connected rasa with sthayi bhava. This connection is maintained in 
Sankuka and Bhatta Nayaka but realism is increasingly abandoned. Rasa now appears to be 
the peculiar enjoyment in art experience arising from the contemplation of felt images. 

Abhinavagupta attacks the view that rasa is neither objectively apprehended (raso na 
pratiyate), nor produced in reality, nor expressed. If there is neither pratiti nor utpatti nor 
abhivyakti, what is the meaning of bhoga? If it is described as enjoyment, that too is some 
kind of knowledge. If the enjoyment or bhogikarana is described as the apprehension of the 
sthayi in a peculiar subjective state, then Abhinava would accept it as correct with limitations 
but hardly sufficient. He accepts the view that rasa involves a contemplative enjoyment 
dependent on the apprehension of the vibhavas etc. 

It will be admitted on all hands that Abhinavagupta was the greatest thinker in the Indian 
tradition of aesthetics? He was not only a saint and philosopher but also a musician, poet 
and critic. He has interpreted the concept of rasa in the light of the theory of dhvani and 
the spiritual metaphysics of the Pratyabhijfià school of Kashmir Saivism. For him, the world 
presented by a dramatic or poetic work is imaginative and quite distinct from the actual world. 
It is, therefore, described by him as alaukika. The actual world is based on causal forces. The 
representations in drama and poetry are only ideal and consist of images and meanings. That 
is why the vibhava etc are alaukika and are not to be confused with the real causes, auxiliaries 
and consequences of emotions in real life. Feelings are not presented or represented through 
any imitation on the stage. They are apprehended in terms of an immediate and subjective 
experience brought about by the evocative power of acting or words. The generalization to 
which Bhatta Nàyaka alludes, transforms not merely the object of aesthetic experience and 
the relation of the spectator to it, but also the subjectivity or self-awareness of the spectator. 
Now the self of the spectator as of any other real human being consists of pure consciousness 
which has the innate capacity of self-expression. The whole universe is of the nature of 
such consciousness. All particular experiences arise out of this foundational consciousness 
or sarhvit, through specific determinations of subjectivity and objectivity, As a result, all 
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experiences end up as the content of a moment of self-consciousness (samvidvi$ranti). This 
moment of resting in the inward nature of consciousness constitutes a beatific moment. It 
is the peculiar virtue of aesthetic experience that by detaching the self from its natural or 
habitual determinations it leads it to a moment of inner experience, mediated by feelings and 
images. Rasa, thus, has to be understood as a kind of mediated and transitory self-experience. 
At this point it is not difficult to see how aesthetic experience at once moves and enlightens. It 
is described in terms of a vivid imaginative self-realization. Such an experience has a peculiar 
illuminative intensity, It is the quality which is designated by rasa. 

Abhinava admits that there has been a development in understanding and his own views 
depend on the contribution of earlier scholars.’ The first point emphasized is that Bharata 
himself has stated rasa to be the meaning of the poetic work (kavyartha). The proper reader 
of poetry or spectator of drama gathers from the words or acting something more than the 
obvious presentation. Such a reader has to be an adhikari, i.e. duly qualified. His heart must 
be capable of pure intuition (nirmala pratibhana). Such a person on hearing the sentences 
or watching the actors, attains to a mental intuition where the specific time and place of the 
direct meanings are disregarded. Thus, in the presentation of fear, neither the object, nor the 
subject of fear is apprehended in relationship to any specific actuality. That is why the idea of 
fear is vividly experienced without the spectator being over come by fear. The generalization 
which is effected in this process of aesthetic experience is not a limited one. All limitations of 
space, time and causality belonging to the actual world are disregarded in favour of a world 
created by imagination. All the spectators share ina common experience because despite their 
individual differences they all share in a common structure of instincts. The unobstructed 
contemplative consciousness is ecstatic (chamatkara). Rasa is bhava grasped in such a state 
of intuitive contemplation. 

Abhinava goes on to describe the several obstructions to aesthetic contemplation. They 
are diverse types of inability to comprehend, lack of plausibility, being tied to specific time 
and place coordinates of the subject and the object, being overcome by subjective pleasure or 
pain, lack of technical facility in comprehension, lack of vividness, sub-ordination and doubt. 

The sthayis relate to purusarthas and thereby acquire primacy. Thus rati is kama with 
the associated pursuit of dharma and artha. Krodha relates to artha. Utsaha basically relates 
to dharma while nirveda relates to moksa. Thus the principal sthayi bhavas are connected 
with the principal purusarthas. All of them are of the nature of pleasure because intense 
self-experience is luminous and beatific in nature. This is shown by the fact that even when 
women are sunk in sorrow, the expression of that very sorrow seems to make their burden 
lighter. Duhkha is of the nature of restlessness and a self-absorbed tranquil state of the mind 
is necessarily full of bliss. In vira etc. there is doubtlessly a trace of bitterness because of the 
peculiarities of the evocative situations, but then their confrontation is an essential character 
of heroism etc. 

Rasa, then, is neither memory nor inference nor ordinary perception. It is simply the 
enjoyment of its own nature by consciousness. Rasa is not an object of cognitive experience. 
It is a blissful mode of awareness. It is neither affected by pramdnas nor by causes, but it is 


self-affirming. 
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Bharata mentions eight natya rasas - $rngara, hasya, karuna, raudra, vira, bhayanaka, 
bibhatsa and adbhuta. It should be noted that later a ninth rasa, santa, was also introduced 
and in the Abhinavabharati, Abhinava regularly speaks of the nine rasas. In the Lochana, 
however, Abhinava quotes this verse with the reading eight — “these are the rasas mentioned 
by the creator.” 

The Natyasastra describes the four primary rasas. These are srrigdra, raudra, vira and 
bibhatsa. From srrigára arises hàásya, from raudra arises karuna, from vira arises adbhuta 
and from bibhatsa arises bhaydnaka. The colours and deities of the rasas are also described. 
Srigara is blue with Visnu as its deity, raudra is red with Rudra as its deity, vira is white and 
has Mahendra as its deity and bibhatsa is blue with Mahakala as its deity. 

Two forms of srigara, sambhoga and vipralambha, are well-known Abhinavagupta, 
however, points out that the two are not really exclusive since in union also there is the fear of 
separation and in separation there is the hope of union. 

Bharata raises the question: if Srrigara is born of love (rati), why are feelings of sadness 
and sorrow often associated with it? The answer given is that in different conditions of love, 
such as of separation, some of the vyabhicharis are similar to those of karuna. The difference 
between karuna and vipralabha is that the former is based on total despair, whereas the latter 
still has hope. The ancient treatises beginning from the Natyasastra onwards have described 
the ten stages of love, from desire to death The first is desire (abhilasa), the second is thinking 
of the object of love (chintana), the third remembrance (anusmrti), the fourth reciting the 
praises of the object of love (gunakirtana), the fifth anxiety and distress (udvega), the sixth 
lamentation (vilapa), the seventh intoxication (unmdda), the eighth illness (vyadhi), the 
ninth dullness (jadata) and the tenth death (marana). 

Another aspect of śrńgāra rasa is the unique conception of the nayaka-nayikas (hero- 
heroine) in the Natyasastra where an elaborate discussion of nayaka-nayikabheda is found 
for the first time. Bharata in his twenty-second, twenty-third and twenty-fourth chapters lays 
down rules of how different heroes and heroines should be portrayed on stage. It is not a single 
classification; various categorizations have been mentioned based on different parameters. 
This is a concept then taken over and developed by later writers up to the medieval times. 

For one of the nayikd types, Bharata classifies women according to their character and 
analogous to different species from Gods and Titans to animals and birds," viz. women of 
divine, asura, gandharva, raksasa, naga, pisacha, yaksa types. Among these, the best type 
is the deva type. For example, the one who has parrot like nose, sharp teeth, beautiful 
body, red eyes, meandering movement and breathes a lot is a 'nágina' type. This is called 
ndgasattvdrigand. Another classification of ndyikds in Nàátyasástra is according to their 
nature, They are classified as dhirà (steady and calm), lalita (beautiful and graceful), uddata 
(noble minded) and nibArtà/ganikà (secretive and silent). One more classification is based 
on social hierarchy as well as true inner nature. These are divided into three groups namely 
uttama, madhyamá and adhamá.P It is possible that this categorization is same as the uttama, 
madhyama and adhama prakrti. Bharata also categorizes women according to their age. They 
are prathamayauvana, dvitiya yauvana, tritiya yauvana and chaturtha yauvana." 
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However, the most popular of the categorizations of the ndyikds in the Natyasdstra are 
the astanayikas.” Women are classified into eight categories based on situational contexts 
such as vasaksajja (the one who adorns herself with ornaments and also her home is ready 
to receive her lover), virahotakanthità (the one who is unhappy as her lover never appears on 
time), svadhinabhatrka (the one who has her husband in subjection), kalhantarità (the one 
who is repentant), khandita (the one who has been betrayed), vipralabdhà (the one who is 
deceived), prositabhatrka (the one whose husband is away and is distressed at his absence) 
and abhisárikà (the one who goes to meet her lover). 

Kámasütra of Vatsyayana, a second century text, mentions three types of ndyikds, i.e. 
kanya (maiden), punarbhü (widow/remarried) and vegyd (courtesan). Vatsyayana says that 
for other reasons, he also gives the category of parigrhitd (married)." Gonikaputra admits 
parakiya as the fourth náyikà. Further, Vátsyayana also refers to three other varieties of 
nayikas on the basis of some physical characteristics. They are mrgi (doe), vadava (mare) and 
hastini (a she-elephant).* 

Unlike the Natyasastra which has a theatrical connotation, the Agni Purana has a more 
generalized and logical terminology. The term ndyaka-ndyika evolved in the context of stage 
but the term gradually became formulaic. Agni Purana seems to be the only aberration. 
Instead of nayakas and nayikas, the typology of men and women are termed as stri-purusa 
bheda which can extend to social theory in general. The text goes on to explain the auspicious 
laksanas of men and women. In chapter ninety seven, it talks of categorisation of women 
in terms of physical characteristics and nature. In the stri-laksanam, charisarvangi is the 
woman whose gait is like that of a rutting elephant with heavy thighs, the one whose gaze is 
like an intoxicated pigeon, she is not greedy, not sharp tongued, she is auspicious and beloved 
to the husband etc.” 

Sarasvati Kanthabharanam, written by Raja Bhoja in the eleventh century, also classifies 
women according to their various qualities. One of the classifications of the nayikds is quality 
of patience in one’s personality (dhairyena) and is termed as dhira and adhira, then there is 
a classification which is based on the marital status, these nayikas are called sva (one’s own), 
anyata (someone else's), udha (married), anüdhà (unmarried), jyestha (elder) and kaniyasi 
(younger).” Yet another is one where the nayikas are classified according to their skills (erotic) 
which come from age and are called mugdhà, madhyà and pragalbha.” Nayikas are also 
categorised according to their essential nature (prakrti), such as uttama (satvika), madhyama 
(rdjasika) and adhamá (tamasika) or according to arrogance, namely udhatta, udatta, lalita 
and santa.” Interestingly, there is a classification based on occupation or profession as well, 
namely, ganíká (courtesan), rupájivà (prostitute) and vildsini (a coquettish woman). 

The concept of asfandyikds of the Náfyasástra is taken over by later writers up to the 
medieval times. Sarasvati Kanthübharanam also mentions the agtanayikas? — khandità, 
kalhàntarità etc. 

The twelfth century text Anariga Ranga written by Kalyanamalla has a unique classification 
where men and women are classified according to 'the elevation of the penis of men and the 


depth of the vagina of women.” 
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Rüpagoswàmin's Ujjvalanilamani sorts women according to their marital status — svakiya 
and parodha?, according to age and experience - mugdhà, madhyā and pragalbha, with 
further sub-divisions and according to the situational context — the astandyikds. The verse 
66-67 says that ‘now is enumerated all of the eight situational ndyikds - abhisdrika, vasaksajjà, 
utkanthità, khandita, vipralabdhd, kalhdntaritd, prositabhartrkd and svadhinabhartrka.” 

The various classifications found in the fifteenth century text Rasamafjari written by 
Bhànudatta are according to marital status? — svakiyd (one's own), parakiyd (belonging to 
another person) and samanyavanitd (courtesan); according to age? — mugdhd (very young 
and innocent), madhyd (middling young) and pragalbhd (mature age) and according to the 
situational context - the astandyikas. The eight types of women mentioned are prositabhartrkd, 
khandita, kalhantarita, vipralabdhd, utkà, vdsaksaj/d, svddhinapatikd and abhisarika.” 
Interestingly, each of these eight types of ndyikas is further divided into several subtypes. For 
example, khandità (one who is betrayed) has sub-divisions like mugdha khandita, madhya 
khandita, praudha khandita, parakiya khandità and samanyavanità khandità. Each of these 
eight nayikas has these five sub-types except for abhisdrikd ndyikd, which has three more - 
jyotsna-abhisarika (one who goes for a rendezvous on a moonlit night), divas-abhisarika 
(one who goes for a rendezvous during daytime) and tamistra-abhisarika (one who goes for a 
rendezvous on a dark night). 

Kesavadas's Rasikapriyà, a sixteenth century text, was a pioneering work in Hindi on 
the subject of nayaka-nayika bheda. While the third chapter contains the classification of 
nàyikàs on a variety of bases, the seventh chapter deals with the astanayikas. In order of their 
merits based on physiognomy and disposition, nayikas have been categorized as padmini” 
(one who is shy, good-natured, auspicious and intelligent; she eats little and is gold coloured), 
chitrini* (one is fond of dance, music and poetry and whose fragrance is pleasing), Sarikhini” 
(one who gets angry often, is cunning and has an unpleasant smell) and hastin?? (one who 
has thick waist, short neck etc., and who speaks full of spite). On the basis of to whom the 
heroine belongs to, the nayikd types are svakiyd (one's own) or paraktya” (another's) and 
samanya or ganikà (understood to be the courtesan). The svakiya nàyikà is further subdivided 
according to age and experience — mugdhd, madhyà and praudhà.* The parakiya nayika is 
either adha (married) or aniidha® (unmarried). The asfanayikas are based on the state of 
the heroine in relation to the nayaka. They are svadhinapatika® (the heroine who has her 
husband in subjection), utkā” (the one who is distressed at her lover's absence), vasaksajja™ 
(the heroine who is dressed up to receive), abhisandhita® (the repentant heroine), khandita* 
(the betrayed heroine), prositapatika (the heroine whose husband is away), vipralabhda** 
(the one deceived by her lover) and abhisdrika" (the one who goes to meet her lover). 

Nayakas, the male counterparts of the ndyikds have been similarly discussed according 
to their various characteristics in the Na{yasdstra and other texts. Bharata classifies men 
according to their social hierarchy where the personal attributes are latent; they are 
dhiroddhata (devatd), dhiralalita (raja), dhiroddata (senapati) and dhiraprasanta (brahmana 


and trader).** 
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As has been mentioned earlier, Agni Purdna is the only exception which categorizes men 
and women as stri-purusa bheda and explains their auspicious laksanas, Chapter ninety-six 
talks of these qualities of men,” 

In Natya Darpana, the mukhya nayaka has eight sáttvika guna or qualities; they are teja, 


50 There is also mention of 


vilasa, mádhurya, sobha, sthairya, gambhiratà, audárya and lalita. 
the pratináyaka, he is called the dhirodhatta." 

Sarasvati Kanthabharanam talks of twelve types of náyakas. According to guna or virtues, 
the nayaka is classified as uttama, madhyama and adhama,” according to his inherent nature 
he is categorized as sáttvika, rajasika and tàmasika," according to patience, the different 
classifications are uddhata, lalita, Santa and udátta and according to inclinations of the mind, 
he is called satha/dhrsta and anuküla/ daksina.” There is a further category apart in the text 
which mentions náyaka (the main protagonist), pratindyaka (anti-hero or the one who is 
pitted against the hero), upandyaka (the side hero) and anundyaka (one who follows like the 
vidüsaka or the jester), This categorization was for a whole narrative, whether theatre or 
novel. 

Ananga Raga mentions that “By classification, men are classified as asa (rabbit), vrsabha 
(bull) and asva (horse) and women as mrgi (doe), asvini (mare) and dvirada (elephant). 

In Rasikapriya, the second chapter” deals with the nayakas. It starts with a couplet that 
enumerates the traits that identify the characteristics of a nayaka, which are - dignified, 
giving, young, adept in arts, handsome and rich. The next couplet specifies the four categories 
of heroes, based on his conduct towards the heroine, as anukila (agreeable), daksina 
(dexterous), satha (deceitful) and dhysta (audacious) nayaka. However, as a consequence of 
the Bhakti movement, an important element of this text is that the nayaka is visualized as 


Krsna. 
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An Introduction to the 
Ragachitras of the Gem Palace 


and Bharat Kala Bhavan Collections 


T he word ‘ragamala’, used by many scholars for raga paintings, means simply a garland 
of ragas (raganam mālā) denoting several ragas strung together. Since a raga is 
intrinsically an audible component with no visual faculty attached, the word ragamala 

denotes only an audible component. Moreover, the word mala connotes plurality and is quite 
redundant. In order to transform this audible component to a visual one, the word ‘chitra’ 
needs to be appended to raga. The term thus formed would be ragachitra or raga painting, 
which, in my opinion, is a more appropriate word to represent together, the visual and the 
melodic. 

A significant aspect of understanding the audio-visual component of ragachitras can be 
discerned by an understanding of the chitrapada or the text often given in the painting itself. 
Chitrapada is a technical term culled by me, from the 15" century text Sangitaraja authored 
by Rana Kumbha of Mewar. The chitrapada is often not strictly the same as the text or verses 
given in literature, In order to understand it, a chitrapada has to be translated independent 
of the text, Previously, the verse of the painting, written in old Devanagari, in the Mewar 
ragachitras, has often been ignored, | have been researching on the ragachitras for more than 
a decade now and in my understanding, the verse mentioned is often in close coordination 
with the painting, Thus, the text of the painting, which is often seen to be written as a prose 
line, when analysed as chhanda or metre, appears to be a verse. 

The metrical component, chhanda saurasya, has been taken into account while translating 
the verses in the folios of the Bharat Kala Bhavan and Gem Palace collections that have been 
discussed in this book. To understand this relationship between the text and the painting, 1 
have translated the verse by understanding the chhanda or the Sanskrit metre of the verse. 
Through the translation of chitrapada in this book, I have tried to put the ‘text’ in ‘context, so 
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that the aesthetics of the painting is enhanced by an understanding of the verse. A metrical 
study of the majority of verses in the Gem Palace and Bharat Kala Bhavan folios indicate 
that these verses are largely in Upajáti, but other more complicated metres like Malini, Arya, 
Vasantatilaka, Sragdharà etc. are also seen, specifically, in the Gem Palace series. 

Sangitaraja is one of the earliest musicological texts to give rágadhyánas of the ragas, 
raginis and bhasas. The melodic form, which is purely religious in nature, is conceived as a 
deity through a physical form. Some of the earliest chitrapadas based on religious themes are 
seen in the Sarigitardja of the 15" century whereas the musicological texts of the 16" and 17" 
centuries are secular in nature and relate to ndyaka-ndyikd themes. 

A careful analysis of the verses of the Gem Palace ragamald folios reveals that two scribes 
were commissioned to write these. For the sake of convenience, they will be referred to as 
scribe ‘A’ and scribe 'B. Scribe ‘A’ appears to have penned most of the verses of the folios; 
he has a neat and legible handwriting and seems to be well educated. Most of the verses 
written be him are devoid of grammatical errors and spelling mistakes. On the other hand, 
scribe 'B' does not appear to be well educated as is evident by his rudimentary handwriting 
characterized by an uninterrupted horizontal line over all the letters and not separately over 
different words as is desired. He has a tendency to misspell ¿karanta words; he uses the dirgha 
T in place of the hrasva ‘i’ everywhere. In fact, this has complicated the reading of the verse and 
it is only when one realizes this mistake can one decode the verses correctly. He has written 
the titles for folios such as Bhairava, Sindhu, Kamoda, Karnata, Malhara, Saranga, Kedara, 
Hindola, Malavasri and Desakha. It construes that he could not complete the entire verses 
of the aforementioned folios due to the complicated lexicon and it was left to Scribe ‘A’ to 
complete these. He has written complete verses for folios such as Adana, Kafi and Pafichama, 
all three of which contain apparent errors. He mixes up Prakrt and Sanskrt together and has a 
tendency to revert to the local Rajasthani dialect while writing the titles of certain ragas. For 
instance, he spells Malavagauda as 'Maligodo' and Karnata as 'Kanado* 

With regard to the acquisition of the Gem Palace ragachitra folios, the Accession Register 
number 8 maintained by the Department of Painting, National Museum, explicitly states that 
they were purchased in 1950 at a price of Rs.3750/- from a curio dealer in Jaipur known as the 
Gem Palace. The set was first loaned by the Gem Palace, Jaipur to the Exhibition of Arts of 
India and Pakistan held at London in 1947-48, The rdgachitra set from Bharat Kala Bhavan, 
Varanasi, was bought from Shri Narayanlal Parihar of Curio’s House, Udaipur at a price of 
Rs.4000/-. 

The Bharat Kala Bhavan folios are laterally spread, reminiscent of earlier palm leaf 
manuscripts. The compositions consist of a mustard border defining the text on top and 
enclosing the pictorial space below, The name of the raga is written on the top left corner 
outside the border. The folio number is written on the bottom right corner outside the border. 


* Pramod Chandra, "A Ragamala Set of the Mewar School in the National Museum of India" in Lalit 
Kala Akademi Journal (1956-57):46-54. In the exhibition catalogue, the collection is mentioned as 
a ‘series of forty-one Ragas and Raginis mounted in one Album’ and assigned the time period of 
late 17^ century. The set was later exhibited at an exhibition of Indian Art held in New Delhi and 
was finally acquired by the National Museum, New Delhi. 
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The pictorial format in these paintings is largely linear. Most folios contain chambers rendered 
ina two-dimensional manner on one or both sides of the picture plane. Architectural members 
of these chambers are adorned with patterns including lozenges, triangles and scrolls, most 
of which are rendered in red colour, These chambers are open to view and are depicted with 
their curtains drawn apart. Often they show an empty bed suggestive of lovers and amorous 
activities. The furnishings inside typically consist of a bed with large bedspreads, bolsters and 
curtains drawn apart. The bedspreads are white with bold patterns rendered in red, green or 
black. The náyaka and/or ndyikd are mostly seen outside the chambers (exceptions are raga 
Nand Bhairavi, raga Desivarati, raga Vibhàsa etc.), sometimes with a canopy overhead. The 
colour palette is made up of primary colours and is generally pale. Sophisticated colours with 
mixed shades are not seen. The background is cream and the dominant colours that are filled 
in are pale blue and green. The skin colour of the figures is a pale yellow. The main colour used 
for ornamentation of textiles, furnishings, jewellery and architectural embellishments is red, 

The archaic figural representations, with an earthy spirit, follow the Western Indian 
tradition. The female figures are voluptuous with slim waists. Men have swelling torsos 
and are found represented with bare upper body. The human figures are always shown in 
profile view. Men and women both have heavy faces and jaws, fish-like (lidless) eyes with 
small eyeballs, beaked noses, thin lips and double chin. The eyes however are not extended 
as seen in Jain miniature paintings. Men always sport a moustache and wear a turban or a 
crown. The bodies of the figures have been coloured pale yellow. Women wear half sleeved 
cholis (blouses), ghagharas (skirts) and starched muslin odhanis (scarfs) with block prints. 
The cholis are rendered in blue or green colour while the odhanis are a diaphanous white 
decorated with patterns including hatches, dots and spirals rendered in red. 

Some of the folios have outdoor scenes with no architectural components at all (ragas 
Vasanta, Gauri, Malavasri etc.). Often, in these paintings, the pictorial space is framed by two 
trees on either side. The flora is rudimentary, yet the trees are painted in a variety of styles. They 
may have branches with leaves or leafless branches. Individual leaves which are round, trefoil 
or spear shaped have been delineated in a diagrammatic manner. In some cases, the foliage is 
rendered in a generic manner and is depicted as spherical or spear shaped filled in with green 
colour. The trees are stylized though sometimes banana trees have been shown realistically. 
There is a range of fauna depicted in these ragachitras such as peacocks, cranes, swans, fish, 
leopard, black-buck, snakes and a horse. In ragachitra folios such as Todi, Desivarati, Vasanta, 
Malavaéri etc, high horizon has been shown while in Malhara, the rainbow has been shown to 
indicate the rainy season, 

Close observation reveals that the colouring in some of the Bharat Kala Bhavan folios 
such as Nandabhairavi, Khambhavati etc is incomplete. Why did the work stop? Perhaps the 
patron withdrew payment or the artist might have intended to economize on colour. 

The forty-two folios of the Gem Palace collection are vertical in pictorial format and have 
archetypal mustard borders with text (chitrapada) on top and painting (chitra) below. The 
pictorial space is divided in three registers — foreground, middle-ground and upper ground 
with high horizon. Beyond the high horizon, there is a small patch of blue sky, sometimes with 
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a bright yellow sun with a human face, It is rarely seen with rolling clouds or a star-studded 
sky. A range of hues including orange, olive green, fuchsia pink, cerulean or Prussian blue and 
many more, apart from the primary colours, are observed in these paintings. Profuse gold 
embellishments are seen on costumes, textiles and jewellery. By and large, the collection has 
two types of views. One is the domestic view showing secular scenes set in an urban backdrop 
with diverse architectural components. The other is the non-domestic view with a grove or 
forest scene devoid of any architectural elements. Sometimes, a small temple or an ascetic 
retreat may be seen in the forest scene. 

In the domestic view, the main ground consists of marble architecture presented in a 
two-dimensional manner, though an attempt to indicate three-dimensionality is discernable 
in folios such as Bhairavi, Megha, Lalita and Vibhasa. The foreground is mostly a garden with 
steps and the upper ground is composed of marble architecture, some with single domes (like 
$ri, Kafi etc.) and others with elaborate arrangements like two or three floors with several 
domes (Bhairava etc.). However, the domestic view exhibits two trends. One type is where the 
entire middle register has a single chamber view with curtains rolled up, such as Kafi, Dipaka, 
$ etc. The second type is where the middle register is partially divided into a chamber and an 
outside setting such as courtyards (Lalita), pavilions (Malavaéri) or gardens (raga Kalyana). In 
rare cases like that of raga Kamoda, the outside scene is that of a puja grha (domestic sacred 
space). 

The non-domestic view is often a forest setting. The foreground is generally a dark 
coloured lake with basket weave pattern for waves with half or fully bloomed lotuses, 
water hyacinths, cranes, ducks, swans and fish. The middle ground is the forest region with 
luxuriant vegetation. The paintings become a visual treat for the variety of trees ranging 
from the flowering mango trees, banana trees mostly seen in profile, many kinds of palms 
(palmyra palm, bismarck palm, fiji fan palm), kanera (oleander), aśoka, babüla (gum arabic), 
bamboo. Persian influence, through the Mughal School, is seen in the depiction of cypress 
trees in some folios. A variety of flowering plants such as marigold, hibiscus, blue lily and 
tufts of grass are also seen. The flora is depicted both realistically and stylistically. The folios 
are equally teeming with a variety of fauna such as monkey, goat, deer, tigerfish, black buck, 
mongoose, squirrel, snake and cow and birds like the parrot, peacock, swan, myna and crow. 
The distant ground may or may not have hills. This is depicted as a rocky screen, which is 
usually composed of stylized pink, orange, maroon or grey elongated arrangements of rocks 
akin to the ones seen in Persian paintings. At times, there may be a shrine rendered on top of 
the rocky hillock as seen in raga Kedàra. 

In the folios of the Gem Palace collection, the human bodies are proportionate, the 
physiognomy is refined, the garments are urbane and the draftsmanship is sophisticated. Men 
always sport a moustache with whiskers and women wear their hair in plaits. A distinctive 
departure from early Mewar paintings is the influence of the Mughal School which is 
undeniably discernible in men's transparent white gheradára jamas with prominent spots 
of sweaty patches in the armpit area and the Jehangiri type sd/a. Sometimes, gods are seen 
wearing yellow silk dhotis. However, Bhairava is shown in a Mughal ensemble composed of a 
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diaphanous jama and orange pyjamas. Krsna, in the Vasanta raga folio, wears an orange and 
gold striped chüridára in addition to the yellow dhoti, Women wear half-sleeved short cholis, 
patterned ghagharas (with flower motifs or checks, stripes, dots etc.) and transparent odhanis. 
They are adomed with gold necklaces, earrings, bangles, armlets, anklets and marigatikd 
(forehead omament). Many of these ornaments have pendant pearl strands attached. 

As was the common practice of the time, the artists of both these rdgachitra series 
have used a set of formulaic convention in their compositions. These formulae are based on 
common pictorial elements like architecture, landscape and human figures. While the Bharat 
Kala Bhavan folios indicate the formative stage of Mewar miniature paintings and show 
a strong influence of the Western Indian School of painting, the folios of the Gem Palace 
Collection are more refined and sophisticated, betraying influences of the newer Mughal 
style of painting. The division of the pictorial space into box-like compartments, as seen in 
early Mewar paintings, has given way to a more fluid depiction enabling freedom of space 
for the movement of figures. The rendition of palace architecture has become comparatively 
sophisticated consisting sometimes of a profusion of domes and vaulted superstructures, 
oriel windows and hanging balconies. The colour palette has evolved to include an entire 
kaleidoscope of colours composed of several hues and shades in addition to primary 
colours. There is great variation in the depiction of flora, fauna as well as vegetation. The 
figural representations in these paintings have evolved to more proportionate forms that 
display different postures and include Mughal influences in their costumes. The Gem Palace 
paintings have moved forward considerably in their style and characteristics to acquire a gem 
like quality, which is also in part due to the profusion of gold ornamentation on costumes, 
textiles and jewellery. 

The Gem Palace ragachitras may have been painted during the reign of Maharana Jagat 
Singh I (r. 1628-1654 cE) who was a great patron of the arts. The animated sun, which is the 
royal insignia of Mewar, is a ubiquitous motif in most of the folios. Further, these folios exhibit 
a high degree of sophistication with regard to the delineation of pictorial space, depiction of 
figures, architectural components and other ancillary elements. The use of gold highlights in 
many of these folios lends credence to the fact they were a product of the imperial atelier. It 
is a well known fact that Sahibdin was patronized by Maharana Jagat Singh as is mentioned 
in the chitrapada of Sahibdin's Maru rdgachitra, There is, however, no signature of the artist/s 
or no mention of any name on any of the Gem Palace ragachitras. So, to try to surmise on the 
basis of style would be quite conjectural since successful styles can be copied. 

Pertinent to musicological and art-historical interpretation of the ragachitras, this book 
will first discuss the Bharat Kala Bhavan folios followed by the Gem palace folios. These have 
been classified thematically into categories, viz. ‘Deities, ‘Ascetics, ‘Seasons, ‘Lady in the 
grove, 'Srigàra rasa’ and ‘Miscellaneous’, In addition, folios of two other ragachitra series 
have also been taken up for comparative analysis, These are the Chawand ragachitra folios 
of Mewar, painted by Nisardi and dated approximately to 1605 CE and Mewar ragachitra 
folios painted by Sahibdin, dated to either 1627 68 or 1628 CE which are housed in different 
collections and museums in India and abroad. The Chawand ragachitra folios painted by 
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Nisardi have an archaic style and show considerable influence of the Western Indian tradition. 
The ragachitra folios attributed to Sahibdin are more evolved and sophisticated both in terms 
of figural representations, rendition of architectural components and with regard to their 
colour palette. This series seems to pave the way for the Gem Palace ragachitra folios which 
may be dated to 1640-50 CE. 
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Bhairava 


hairava is one of the many forms of Lord Siva. Hence, it seems logical to infer that this 

raga may have been the melody connected with sivastutis or eulogies or hymns of Siva. 

It was an important raga as the AP refers to it as one of the six principal ragas.' The SRT 
simply refers to its melodic structure and calls it Suddha Bhairava.? 

It is in the 157 century text of Rana Kumbha that a dhyana mantra for raga Bhairava is 
envisaged. The iconography is that of Siva. Thus, the SR identifies raga Bhairava with one 
face, eight arms, fair complexion (svetavarna) and mounted on a bull. He holds a snake, 
lance, skull-topped mace, rosary, vind, noose, fruit and lotus. He is visualised as Bhairava, 
a manifestation of Siva. Here, the iconography is clearly religious and the earliest reference 
of Bhairava as fair complexioned. The same is seen in the illustration of raga Bhairava in the 
Kalpasiitra manuscript of 1475 cE. 

A hundred years later, in the RK, the Saiva iconography for raga Bhairava continues. 
Bhairava is described as Gangadhara, the one who bears the river Ganges in his hair. His 
excellent limbs are adorned with snakes; he wears white clothes and crescent moon in his 
hair. He holds a lance’, 

The songs of Kitab-i-Nauras (even though with a Muslim author) also sing about the 
three-eyed, fair, matted locks of the Gangadhara Siva. This refers to the trident, skull-topped 
mace, snake ornaments of Bhairava.* 

In the AV, rága Bhairava is described with attributes such as damaru (hour-glass drum) 
and tríéüla (trident), Once again, it is mentioned that Bhairava's complexion is shining white. 
He has the moon and the river Ganges in his matted locks. The iconography clearly points to 
that of the deity Siva." 
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1.1 Bhairava Raga, c. 1575 cE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/1 


Bharat Kala Bhavan Text: 
भैरवराग: 

सपर्या' नीलवर्णमु- 
देवस्यादिदेवस्वयं- 

कृत: नागराजसमो 

दृष्टो भैरवौभयनारानः। । । 


Bhairavaragah 
Saparyanilavarnamu - 
Devasyadidevasvayam — 

Krtah ndgardjasamo- 

drsto Bhairavau bhayanàsanah | | 


Comment: The verse attempts an Anustupa. However, there are problems within the syllabic 
structure, as also, the last pada which has two extra syllables. 


Translation: Worship of the dark (blue, literally) complexioned Lord of emancipation, the 
first one who has created himself, the one who is seen as (fearsome) as the king of snakes is, 


Bhairava who is (also) the destroyer of fear. 


Unexpectedly, in the Bharat Kala Bhavan folio, Bhairava is described as blue complexioned 
(nilavarna) and one who has created himself (adideva). The text has religious iconography 


* Sarpayd is an error and has been corrected to saparya. 


T ndsanah has been corrected to naganah. 
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and clearly refers to the deity Siva. He is referred to as dark-skinned, as Svayambhü (who has 
created himself), who looks fearsome like the king of snakes, but at the same time who is 
also the destroyer of fear. Virodhübhása alamkara is suggested here. Though the chitrapada 
(pl. 1.1) has religious iconography, the rügachitra does not echo the text. Instead of the pure 
iconographic references like the snake, damaru, jatá etc, the visual imagery of the painting 
shows a courtly scene, In the painting, Bhairava has a yellow ochre skin tone and the reference 
to blue skin (nilavarna) is not depicted here, The painting is of a king and a queen holding 
hands and engaged in conversation attended upon by a maid with a flywhisk. To the right 
there is a room containing a bed. The presence of the room and bed in this painting suggests 
the erotic rather subtly. 

An observation based on the above textual iconography is that in all the musicological 
texts from SR onwards till mid-16" century, raga Bhairava is described as the fair complexioned 
deity. It is for the first time in late 16" century in the Bharat Kala Bhavan folio that the text 
abruptly describes Bhairava as the blue complexioned one, a feature further repeated in the 
Gem Palace folio. In fact, in the latter (text and image both), the religious iconography seems 
to have been wiped out and there is nothing to suggest Siva or Bhairava here. Further, it may 
be noted that in the Bharat Kala Bhavan series, the metre used for the chitrapada is Anustupa 
which is generally used for slokas, i.e. hymns or prayers. However, in the Gem Palace folio, not 
only does the text have a secular or courtly iconography, even the metre has changed from 
Anustupa to Upajati. The visual imagery is also secular and in harmony with the text. Bhairava 
is represented as a dark prince in amorous engagement with his consort in a palatial setting. It 
may be conjectured that since Rajasthan had a growing affiliation towards Vaisnavism around 


the 15-16? century, perhaps, the purely Saivite iconography has been played down. 


Gem Palace Text: 
रागभैरोप्रथम । 
सुखोपविष्टसुरतार्थमीक्षो 
विशुद्धिरागः परिरंजितांगः। । 
विलासिनीमोहितचित्तवृत्ति- 
मषीप्रभोयं किल भैरवश्च।। 


Ragabhaironprathama 
Sukhopavistasuratarthamikso 
Vi&uddhirágah pariranjitangah | | 
Vildsinimohitachittavytti 
Masiprabho'yam kila Bhairavascha | | 


Comment: The metre of the verse is Upajati, It is quite clear that two scribes have written the 
text on top. The first scribe is not very familiar with Sanskrit and has written the raga name as 
“Bhairon” which is the Rajasthani pronunciation of Bhairava. The second scribe seems to be 


quite meticulous. 


30 | THE RAGACHITRAS OF MEWAR 


EYTTYTTIILYYYIYY| TAE a 


9 lee akeya SUE A ki 


AK CC ८५? 


i 
| 
| 
| 
| 


| 3 


x —— x ¢ B 
५ 
oy 


1.2 Bhairava Raga, c. 1640 ce, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/1 


Translation: The Lord is seated at ease for the sake of amorous pleasures, (he is) of pure raga 
(which may mean colour, passion, melody), with adorned limbs, with his mood entranced by 


the beautiful one, this one, with inky (dark) lustre, is indeed Bhairava. 


In the Gem Palace folio, the text mentions Bhairava with an inky/dark lustre 
(masiprabho yam) and here, a close text-image co-ordination can be seen. In the painting 
(pl. 1.2), Bhairava is indeed shown having an inky blue complexion and he and his consort are 
in an amorous pose, embracing each other. 

The entire pictorial space is occupied by palace architecture. The format is depicted as 
bands of horizontal spaces. The composition is divided into box like compartments of laterally 
spreading rectangular blocks, each separated from the other through variations in colour. The 
upper half of the painting mainly consists of the marble architecture of the palace as seen 
from outside as well as a narrow strip of blue sky. The lower half consists of a narrow strip of 
courtyard in the foreground and a single interior view of the palace. The latter dominates the 
pictorial space and forms the backdrop for the ndyaka-ndyikd of the ragachitra. The central 
red register here is occupied by the protagonists, Bhairava and his consort. 

There is a narrow yellow border in the foreground depicted with a flight of steps indicating 
the point of entry into the interiors of the palace. There are objects placed in the narrow 
exterior space that are of daily use - a pair of water-pots (ghadás), an earthen-flask (suraht) 
as well as two pairs of footwear (jütis) which have been removed before entering. 

The architecture of the palace or courtly mansion has been depicted in a formulaic 
manner. The upper storeys are relieved by windows and painted ornaments such as florettes. 
The interior of the palace is depicted in the form of a single large room. It contains a door 
in the back wall and two niches decorated with vases, bottles etc. The dado is green and 
the upper portion is red while the floor is black. The room is framed by two pilasters with 
decorative brackets. They hold up a cloth canopy (chhattra) indicating the royal status of the 
pair. Slightly off-centre to the room is a large bed with ornate legs, a neatly placed white bed 
spread and a large magenta, green and gold striped bolster. Objects associated with romantic 
encounters between lovers like the betel-box (pānadāna) and spittoon (pikadana) are also 
seen. Bhairava and his consort are shown in an amorous pose embracing each other, seated 
on the bed. Bhairava is bedecked with pearl and gold jewellery. There is an attendant standing 
on the side playing the vind, The rendition of the painting is true to the text written above 
providing close text-image coordination, The text describes him as a Lord seated at ease and 
enjoying amorous pleasures, with adorned limbs and his mood entranced by the beautiful 
one, 

Bhairava is supposed to be sung in the morning. In the Gem Palace folio, the sky is shown 
blue, It is a clear sky with the sun rising from the left, The sun is animate and bright and has 
its own individuality, It has been personified, 

Although Bhairava is associated with Siva, here he appears more as the image of Krsna 
or Kamadeva. The crown has been altered here to look more like the peacock feather crown 
often worn by Krsna, 
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The point that stands out in the painting as in the text evaluated above is that raga 
Bhairava seems to have lost its close association with Siva. Here the scene is depicted in a 
secular manner and the nayaka is painted almost as the image of Krsna. The text of the image 
and the image itself has been completely transformed in this painting. This could possibly be 
due to the growing popularity of the Vallabha Sampradaya in Rajasthan. 

However, this is not to say the secular iconography superseded or obliterated the religious 
iconography of raga Bhairava, a fine example of which is the RM? of the 18^ century. These 


two-fold approaches continue beyond the Gem Palace series. 
y 


ENDNOTES 


1. श्रीरागश्च वसन्तश्च पञ्चमो भैरवस्तथा। 


मेघरागश्च विज्ञेयः षष्ठो नट्टनरायणः । । Aparajitaprchchha of Bhuvanadeva, 2 vols., ed. P.A. Mankad. 
(Baroda: Oriental Institute, 1950), 238.15. Apardjitaprchchhd will hereafter be referred to as AP. 
शुद्रभैरवः 
धैवतांशग्रहन्याससंयुतः स्यात्‌ समस्वरः। । 
तारमन्द्रोऽयमाषड्जगान्धारं शुद्धभैरवः। 
इति शुद्धभैरवः। Sarigitaratnakara of Sarangadeva with the Kalanidhi of Kallinatha and the 
Sarigitasudhakara of Sirhhabhiipala vol. 2 Adhyayas 2-4, ed. S. Subrahmanya Sastri (Madras: Adyar 
Library, 1944), 1.2.163. Sarigitaratnakara will hereafter be referred to as SRT. 
3. ।।अथ भैरवरागः।। 
एकास्याष्टभुज( : श्वेतवर्णो वृषभवाहनः। 
कृतिवासाः सर्पशूलखट्वाङ्गजपमालिका(:) ।। 
चीणापाशफलाब्जानि बिभ्राणो भैरवप्रभः। 
कैश्चिद्रागविदा वर्यैः स्मर्यते शूलिरूपभृत्‌। | Sarigitaraja of Maharana Kumbha, vol. 1, edited by Premlata 
Sharma (Varanasi: Hindu Vishvavidyala Sanskrit Publication Board, 1963), II.2.Ragangopangapart 
ksanam.37-38. Sangitaraja will hereafter be referred to as SR. 
4. ।।अथ ध्यानम्‌।। 
गङ्गाधरञ्चन्द्रकलोत्तमाङ्गो भुजङ्गमव्यूहविभूषिताङ्ग | 
शुभ्राम्बर: शूलविभूतिधारी स भैरवाख्यो जयति प्रकामम्‌ | 


। इति भैरव: । । Rasakaumudi: A Work on Indian Music by Srikantha, edited by A.N. Jani (Baroda: 
Oriental Institute, 1963), 2.104, Rasakaumudi will hereafter be referred to as RK. 


5. दर मुकाम भैरव नौरस 
भैरव करपूर गौरा भाल तिलक चन्दरा 
त्रिनेत्रा जटा मुकुट गंगा धरा 
बैन 
एक हस्त रूंड नरा तृसूल जुगल करा 
बाहन बलीवर्द सेत जात गुसाई ईश्वरा 
कास कुरूत कुंजर पृष्ठ चरम व्यागरा 
अभोग 
सरप सिंगार टिष्ठन परछाई कल्पतरा 


N 
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रमनी वादन मृदंग धाम कैलास तदुपरा 
ब्राहीम उक्खत लच्छन राग भैरव महा उत्तिम सुन्दरा Kitab-i-Naurus of Ibrahim Adil Shah II, edited by Nazir 
Ahmad (New Delhi: Bharatiya Kala Kendra, 1956), song no. 5, pp.98-99. 

6. भैरव 
डमरूत्रिशूलधारी पन्नगहारी सितो लसंद्धसितः। 
धृतशशिगङ्गोऽतिजटोऽजिनविकटो भैरवो$समद्दक्‌ | | Ragavibodha of Somnatha with his own commentary 
Viveka, Edited by S. Subrahmanya Sastri (Madras: Adyar Library, 1948), 5.178. Ragavibodha will 
hereafter be referred to as RV. 


, अथ रागरागनी को उदाहरन तत्रादौ भैरव राग लक्षनं 
दोहा 
गंगाधर विधुभाल उर मुंडमाल गज-खाल 
कर त्रिसूल विनयन वरन भैरव भूषित ब्याल।। 
कवित्त यथा 
सोहे वाल ईदु भाल लोचन बिसाल तीन गरै मुंडमाल गज-खाल परिधान री। 
जटाजूट सोहै गंग भूषित भुजंग अंग अंगराग अगर-भसम अनुमान री। 
चूमत कपोल निज कामिनी को अंक लियै कुंडल बिलोल भलकत जुग कान री। 


देख्यौ बड़े भोर आज अद्भुत छवि रंगलाल मंगल निधान राग भैरव समान री | Ragamaila, edited by Shriyogeshwar 
Pandey (Patna: Kashi Prasad Jaiswal Shodh Sansthan, 1976), 116-117. Ragamala will hereafter be 
referred to as RM. 


~] 
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Bhairavi 


oth the ragas Bhairava and Bhairavi are connected with the worship of Siva. Bhairavi, 


as the name suggests, appears to be the consort of Siva. In fact, in the early texts, 


Bhairavi is clearly referred to as derived from Bhairava.! 


By the mid-16* century, the earliest ragadhyàna seems to have been conceptualized. 
Thus, the RK describes Bhairavi as one who is golden-hued, cymbals in hand, with large eyes, 
ever placed in a beautiful crystal pedestal (or shrine) on the summit of the Kailaša Mountain." 

The image of a fair beautiful woman, with cymbals in hand seated in a crystal shrine 
and apparently worshipping is taken over and developed in the Bharat Kala Bhavan series. 
However, the crystal shrine is located not on the summit of Mount Kailàsa but on a lake. 


Bharat Kala Bhavan Text: 
नन्दभैरवी 

सरोवरस्थे स्फटिकमण्डपे 
सरोरूहैः शंकरमर्चयन्ती | 
तालप्रभेदे प्रतिबद्धगीते 

गौरी तनोति स्म सुनन्द भैरवी । । 


Nandabhairavi 

Sarovarasthe sphatikamandape 
Sarorühaih Sankaramarchayanti | 
Talaprabhede pratibaddhagite 

Gauri tanoti sma Sunanadabhairavi | | 
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2.1 Bhairavi Ragini, c. 1575 CF, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/2 


The metre is Upajati. 


Translation: In the crystal shrine on the lake, worshipping Sankara by lotuses, the song fitted 
to a difference in tala (rhythm or beat), the beautiful, delightful Bhairavi spreads around as a 


fair one. 


The text and image of the Bharat Kala Bhavan series is well-coordinated. It shows awoman 
inside a shrine, cymbals in hand worshipping a Sivalinga (pl. 2.1). The shrine is situated nearby 
a pond. However, the colouring of the Sivalinga, the shrine, fish in the pond and the tree near 


the pond is incomplete. 
The Chawand series has a ragachitra of Bhairavi, its chitrapada is as follows: 


Chawand Text: 
नादभैरवीरागिणी' 
सरोवरस्थस्फटिकस्यां मण्डपे 
सरोरूहै# शंकरमर्चयन्तीः | 
तालप्रयोगप्रतिसन्नतांगी 

गौरी शुचिर्नादसुभैरवीयम्‌। | 


* Ragani has been emended to rágini. 

t Sphutika has been emended to sphafika. 

t Saroruhi has been emended to saroruhaih. 
§ Sankara has been corrected to Sankara. 
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Nadabhairaviragini 
Sarovarasthasphatikasya mandape 
Sarorühaih Sankaramarchayanti | 
Talaprayogapratisannatangi 
Gauri $uchirnddasubhairaviyam | | 


Translation: In the crystal shrine situated on the lake, worshipping Sankara by lotuses, with 
her well-formed body bent forward for playing the tala, fair and bright, she is the beautiful 
Nadabhairavi. 


The first two lines of the verse are similar to the Bharat Kala Bhavan version. The latter 


two lines differ somewhat. In the ragachitra (pl. 2.2), in place of the visual representation of 


EARS रितस्पर्तत्पेक्षारारहासकरमचेयेतीना नादशिरवीरागर्ग 


ARANG) 4 
asgan ) न | भी) 


L 
2.2 Bhairavi Rágini, c. 1605 cE, Chawand, Birla Academy of Art and Culture, Kolkata 
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a lady in the shrine, one or more ladies are added with a red-green combination of ghaghara, 
choli and transparent odhani, seated outside a shrine (not inside), next to a lotus pond, playing 
the cymbals and singing. They are accompanied by three male figures that look like pilgrims. 
What is connoted by this composition? It appears that this is not an ordinary lake but a sacred 
place, a tirtha-dhüma or a place of pilgrimage. The pond, therefore, is not an ordinary lake, 
this an attempt to show the Mansarovar on the Kailaša Mountain as also mentioned in the 
RK. The water in the lake is rendered with basket weave pattern with full blown lotuses. The 
presence of male figures connotes devotees, wherein one is preparing to smear ashes on 
himself, one has smeared ashes on himself and is resting on the steps of the pond and one 
has already smeared with ashes and ready to perform pia. It is evident that these are Saiva 
pilgrims who follow the Saiva rituals especially Pásupata rituals of smearing ashes on their 
bodies. 

The Sivalinga is placed inside a shrine faced with marble decoration and red background 
inside the shrine. A black Sivalinga rests on a white marble pedestal. Instead of a hanging pot 
above the Sivalinga, the pot is now placed on a stand above the Sivalinga, out of which water 
is dripping rather than seeping out. Above the shrine, we can see a pair of peacocks in the 
background. 

The overall composition of the painting is dense with different non-traditional components 
inserted. The figures are more prominent with regards to physical and architectural setting of 
the temple precinct. 

The verse of the Gem Palace ragachitra is almost similar. 


Gem Palace Text: 
नादभैरवीरागिणी 
सरोवरस्थस्फटिकस्य' मण्डपे 
सरोरूहैः शंकरमर्चयन्ती। 
तालप्रयोगप्रतिसन्नतांगी 

गौरी शुचिर्नादसुभैरवीयम्‌ | 


Nadabhairaviragint 
Sarovarasthasphatikasya mandape 
Sarorühaih Sankaramarchayanti| 
Tálaprayogapratisannatangi 
Gauri $uchirnádasubhairaviyam 11 


Comment: Though the metre is Upajáti, the first pada has twelve syllables as in the Vansastha. 


Translation: In the crystal shrine situated on the lake, worshipping Sankara by lotuses, with 
her well-formed body bent forward for playing the tala, fair and bright, she is the beautiful 


Nadabhairavi. 


* Sphutika has been emended to sphafika. 
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In the ragachitra (pl. 2.3), a marble shrine is depicted either on or near a lake. Aquatic 
flora and fauna abound in it, lotuses half-blooming, fully blooming and buds as also tiger-fish. 
The wall of the shrine inside is painted a bright red and the floor green. Ona black-marble 
yoni pitha, is placed a sandstone $ivalinga which is fragrant with offerings of lotus-petals and 
jasmine flowers. A lady dressed in a saffron ghaghara, red odhani and blue cholt and wearing 
gold anklets, bangles and borla (forehead ornament) sits on the ground for worship. She plays 
the cymbals, possibly for marking the rhythm for the Siva bhajana (devotional song) that 
she sings, By her dress, ornaments and the worship paraphernalia (all of gold) besides her, it 
appears that she is an aristocratic lady. A palm tree and a banana tree flank the shrine anda 
peacock perches majestically near the pristine white dome. 

The Gem Palace ragachitra evokes the various senses of audio-visual-olfactory and imbues 
an evocative mood to the rágachitra. The white marble shrine scintillates against the darkness 
of the pond and the late evening. The saffron-gold figure of the woman glows beautifully 
inside the shrine. The melodious singing of the lady inside the shrine is contrasted by the 
harsh sound of the peacock on top of the dome. The artist has created a fragrant environment 
in the ragachitra to evoke the olfactory senses with the blooming of jasmine flowers and lotus 
buds around the Sivalinga. 

From the Bharat Kala Bhavan and Gem Palace series and thereafter, Bhairavi shows a 
fairly consistent iconography in the various schools of painting. The standard visual imagery 
is that of a lady or ladies worshipping a Sivalinga in a shrine (generally marble) which is often 


shown near or on a lake. 


ENDNOTES 


1. भैरवी भैरवोपाङ्गं धग्रहांशावसानिका। 
मन्द्रतारगगान्धारा समशेषस्वरा भवेत्‌। I SR, IL.2.Ragarigopangapariksanam.M8; 
भैरवी गुर्जरी चैव भाषा वेलावली तथा। 
कार्णाटी कलहंसा च खाडेता भैरवे मता; । । AP, 238.18. 
2. सुवर्णवर्णा घनवाद्यहस्ता विशालनेत्रा द्विजराजवक्त्रा। 
नित्यं स्थिता स्फटिकचारुपीठे कैलासशूद्धे किल भैरवीयम्‌। । RK, 2.117. 
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Khambhavati 


T he ragachitra of Khambhavati depicts the figure of Brahma. Siva and Narayana are 


seen in the ragachitras of Bhairava, Bhairavi and Natanarayana. Now, adding Brahma 


to this repertoire, the Trinity (trimurti) of Siva, Visnu and Brahma is complete in these 


ragachitra series. 


The Bharat Kala Bhavan painting of Khambhavati is one of the earliest known image, 
both of text and visual depiction. The AP and SRT refer to only its melodic structure.’ 


Bharat Kala Bhavan Text: 
खम्भावती 

वासो वसाना शरदंशु'शुभ्रम्‌ 
फुल्लावदातं चतुराननस्य | 
विरंचिवेदी'परिकर्मशक्तिः 
खम्भावती लक्ष्मविचित्रसेवा*। । 


Khambhavati 

Vaso vasana $aradarh$u$ubhram 
Phullavadàtam chaturànanasya | 
Virafichivediparikarmaésaktih 
Khambhavati laksmavichitraseva | | 


* Sardamsa has been emended to gardamsu. 


t Vedàya has been corrected to vedi. This also makes the metre correct. 


३: Sevah has been emended to seva. 
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नाशस्दन्नप्रचे।छल्यावेदाताचतराननस््याधिरंविवेदाप्ररिकाफ्रेमाकि | x 
maanake 


3.1 Khambhavati Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/9 


The metre is Upajati. 


Translation: Wearing an apparel which is white like the autumnal moon-beams, (dress like) 
the blooming white flowers of the four-faced one, with the ability to adorn the vedi for Brahma, 


Khambhavati is characterized by this marvellous service. 


The foreground of the painting depicts a pond with fish and presumably a garden with a 
peacock and geese holding lotus flowers in their beaks (pl. 3.1). The narrow strip on the top 
contains the Sanskrit verse. The broad central space has basically two parts, viz. a woman 
seated in front of Brahma and an open view of a bedchamber of a mansion. The latter is 
quite redundant to the theme and is merely inserted mechanically in every painting, whether 
required or not. Its basic function seems only to indicate an interior space as separate from 
the exterior space of the painting. The woman and Brahma seem to be sitting near a pond 
outside. While the colouring of the components of the central register is complete, that of the 
fish and geese in the lower register is left incomplete 

The text refers to Khambhivati having the ability to prepare the vedi or ritual altar for 
Brahma. However, a woman is seated and is singing (possibly Khambhavati) in front of 
Brahma. A four-headed, bearded Brahma is depicted quite painstakingly. His turban with 
manifold, neat folds is like that of the Rajasthani feudal lords, Brahma is shown four-armed, 
holding the lotus in one hand, He wears the yajñopavita and sits in the utkufdsana. 

The Chawand series has a rágachitra of Khambhavati. Its chitrapada is as follows: 
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Chawand Text: 
खंभैचिरागिणी 

वासो* वसानाशरंदशुशुभ्रम 
फुल्लावदातं चतुराननस्य | 
विरंचि' वेदीपरिकर्मसक्ता 
खम्भावतीलक्ष्मविचित्रसेवा$ | | 


Khambhaichiragini 

Vaso Vasanasaradamsusubhram 
Phullavadatam chaturánanasya | 
Virarichivediparikarmasaktà 
Khambhavatilaksmavichitraseva | | 


The metre is Upajati. 


Translation: Wearing an apparel which is white like the autumnal moon-beams, (dress like 
the) blooming white flowers of the four-faced one, engaged in preparing the vedi for Brahma, 
Khambhavati is characterized by this marvellous service. 


The painting is divided into three registers, enclosed in a mustard yellow border which 
contains the text at the top (pl. 3.2). The lower register forms the foreground of the painting; 
the middle register is the largest and forms the middle ground. This is where the main 
protagonists are depicted within the architectural setting. The top register has the skyline and 
the upper part of the architecture. 

In the middle ground, towards the left, we see a carefully and meticulously painted image 
of Brahma. All four of his heads are depicted here. Two of them look towards the left and two 
look towards the right. They appear to be held together with a large crown common to all of 
them. He has a dark beard and moustaches on each of his four faces and a great deal of detail 
has gone into showing the fine hair of his beard. He wears two necklaces around his neck, one 
of which is delicate and made of pearls, the other is a heavier one made of gold beads. We can 
see two gold amulets on his upper arms. He wears a diaphanous white upper garment and a 
pale pink dhoti with a subtle red border. 

Itis clear that the artist has attempted to embrace all the elements of Brahmà's iconography 
while painting his image. He is shown with four arms; three of which hold the rosary, the ladle 
and the book. The fourth is depicted in the boons-giving gesture. There is a water pitcher kept 
nearby on the left. The typically red Mewar ground is shown behind. 

To the right of Brahma and almost in the middle of the composition, we see a lady who 
stands in worship, offering clarified butter (ghi). She has a red diaphanous odhani and wears a 


* Bago has been corrected to vaso. 
+ Basánásaradamsusubhram has been corrected to vasánásaradaris us ubhram. 
t Birafichi has been corrected to vira/ichi. 


§ 'Lasta' has been emended to 'laksma' लक्ष्मभि लक्षणैः विचित्रा अद्भुता सेवा यस्या; सा इत्यर्थः 
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3.2 Khambhavatt Ragini, c. 1605 ce, Chawand, San Diego Museum of Art, San Diego, Accession no. 1990.587 


blue blouse and skirt. There is a bright red, pleated cloth tucked into the front of her skirt that 
falls all the way to the bottom, It forms an interesting contrast to the blue of her clothes. She 
wears a gold choker and marigalasütra round the neck. She wears pearl-gold karnaphüla in 
her ears, a pearl-gold girdle and pearl hair pins, indicating that she is a lady of some standing. 
Her hair is braided all the way down to her knees and ends in a black pompom with white 
tufts. Many such pompoms adorn her wrists, arms and even her clothes. 

Despite all these details, the form of the lady has been dealt with in a less meticulous 
manner in comparison to that of Brahmi, Unlike Brahma, there are no fine lines indicating 
the folds of her clothes and the colour has been applied in hurried washes that are not clearly 
demarcated. 

The architectural components of the painting are positioned behind the form of 
the worshipping lady towards the right hand side. They contain all the features typical of 
Rajasthani architecture which was a mixture of Mughal and Hindu architectural traditions. 
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There are four columns supporting a chhaj/d or eaves. Behind these is a wall containing a 
rather narrow doorway with niches on each side. Running all the way across the top of the 
wall are a series of merlons. 

The form of another woman peeps out through the small doorway. She seems to be too 
large for the door, almost having to squeeze through to look out, yet she is much smaller in 
scale in comparison to the others, She is most probably an attendant to the lady judging by 
the size and the position she has been given in the painting. Both the ladies have, according 
to the early Mewar tradition, heavy faces with a flat crown. Their chin is small and they have 
heavy jaws, giving them an almost masculine appearance. All the three protagonists have 
large fish shaped eyes with small pupils. A big nose dominates all their faces. The painting 
seems to follow a strict pattern of hierarchical scaling. Brahma, even when seated, is clearly 
the largest in scale followed by the lady worshipping him. The attendant looking out from the 
door is the smallest and so presumably the lowest in hierarchy here. 

In the foreground we find a couch with bolsters, a pair of Rajasthani shoes (/atis) and 
a flowering bush. A flight of steps leads up to the middle ground indicating some sort of 
a division in the interiors and exteriors of the palace. These are all part of a formula seen 
commonly in Mewar paintings. 

The upper register depicts a darkened sky with a high horizon along with flowering trees 
and a peacock. The upper members of palace architecture are also seen here continuing from 
the architectural features in the middle ground. There are chhatris flanking each other, behind 
which can be seen a small room topped by a dome. 


Gem Palace Text: 
खम्माइचि रागिणी 

वासो वसानाशरंदशुशुभ्रम्‌ 
'फुल्लावदातं चतुराननस्य | 
विरंचिवेदीपरिकर्मसक्ता 
खम्भावतीलक्ष्मविचित्रसेवा* । । 


Khammaichiragini 

Vaso Vasana$aradam$u$ubhram 

Phullavadátam chaturananasya | 

Virafichivediparikarmasaktà 

Khambhavatilaksmavichitrasevà | | 

The metre is Upajati. 

Translation: Wearing an apparel which is white like the autumnal moon-beams, (dress like 
the) blooming white flowers, the four-faced one, engaged in preparing the vedi for Brahma, 
Khambhavati is characterized by this marvellous service. 


* लक्ष्मभि लक्षणैः विचित्रा अद्भुता सेवा यस्याः सा इत्यर्थः 
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There is a mustard border all around the painting which has the text on top (pl. 3.3). The 
pictorial space is divided into three distinct zones, viz, a broad middle ground flanked by a 
narrow strip of sky on the top and another narrow strip depicting a stream below. The dominant 
centre space is the scene of action, It depicts the worship of a four faced (Chaturanana) 
Brahma who is seated on a lotus (kamaldsana). The lotus has been finely shaded. Above him 
is a floral canopy tied to two trees, viz. a mango tree and presumably the kanera tree, both of 
which are frequently depicted in this set of paintings. Brahma is garbed in an 'autumnal-white 
garment! His uttariya or scarf is certainly a diaphanous white. However, his dhoti or lower 
garment is of brilliant yellow silk. The pleats of the dhoti are shown meticulously. The artist 
seems to have had some difficulty in depicting four faces. It is simple to depict one or three in 
a symmetrical manner, but four, being an even number, presented some difficulty. He ended 
up showing two faces in profile on each side. However, the central space seems to have been 
a critical passage for him and has been painted rather dubiously. It has two ears painted on it. 
He has also tried to place a three-peaked crown on four heads, in a rather ingenious manner. 
Nevertheless, the bearded faces of Brahma are well-painted. He holds the book or the Veda 
in one of his four hands. A yajria (religious sacrifice) is taking place. Two ladies are shown 
in front; one pouring ghi (clarified butter) in the crackling fire altar and the other holding a 
plate of flowers. The waves of the stream in the foreground are shown by the basket-weave 
pattern. The artist has given a rich red colour to the wide space of the central ground, which 
imparts brilliance to this painting. This red backdrop is separated from the ground on which 
the action is taking place. 

There is a very interesting depiction of this raga in Malwa painting (mid-17^ century) 
from Bharat Kala Bhavan. It shows a royal lady performing a yajfia and Brahma officiating 
as a priest. What is interesting is that the vedi for the yajfia has definitely been prepared (as 
referred to by earlier textual iconography)! The marble terrace has been smeared (lepana) by 
red-ochre and an ornamental floral scroll with rice-flour paste has been drawn. The same has 
been executed around the havana kunda or sacrificial fire. It is the evening time as denoted by 
the dark sky and the burning lamps. 

The yajfia signifies the cosmos. Bramha is the creator. The Gem Palace Khambhavati 
ragachitra symbolizes the entire creation, the symbol of which is the yajñika vedi which 
symbolizes the cosmos. It may be noted that in Hindu philosophy srsti or creation is said 
to be compounded of the pañchamahabhüta or five elements, viz. water, fire, earth, sky and 
ether, Brahma is also said to be $19$ or Creator of the five elements, four are clearly seen 
in this painting, viz. water, fire, earth, and sky, A close perusal of the sky reveals a thin red 
line dividing it into two distinct parts, presumably, the sky and ether, At a deeper level, the 
painting reflects a significant rendition of the Sragtà or Brahma, his srsfi as compounded in 
the paiichamahdbhiita and the yajña or ritual fire as representing the bridge between the 
microcosm and the macrocosm and beyond. 

The iconography, both text and visual is certainly quite unusual though specific. One may 
here point out that temples solely dedicated to Brahma were not in the order of the day. In 
fact, the Pushkar temple at Ajmer in Rajasthan is one of the only significant Brahma temples 
in North India and is a renowned place of pilgrimage. The shrine has the image of Brahma 
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and his second consort Gayatri. It is said that Brahma performed a yajña by the Pushkar Lake. 
Savitri, his wife, was not present there to perform the yajña with him and hence he requested 
god Indra to find a suitable wife for him to accompany him in the yajfia. Indra managed to find 
only a Gujjar maiden of the Gujjar tribe, who is sanctified by passing her through the body of 
a cow, In this second birth, she was named Gayatri. Brahma married Gayatri. He completed 
the yajña with Gayatri sitting beside him and giving dhuti or offerings to the fire. Seeing this 
situation, his first wife Savitri cursed Brahma saying that no one would worship him. The 
curse is, however, mitigated as his worship is permitted at Pushkar? 

Once a year, during Kartika Purpimà (full moon night in October-November), a big 
religious festival is held in Brahmáà's honour, Various rituals are also performed in this temple 
then. It seems that this legend is the context of the iconography of this raga. The lake seems to 
denote the Pushkar Lake by which the legendary yajfia had taken place. It may be noted that 
Brahma is not being worshiped but is performing the worship. In fact, Brahma appears to be 
presiding at the yajña as he, too, is shown pouring ghi from an dchamana (spoon-like ritual 
object) into the fire. The two women, pouring oblations and carrying offerings, appear to be 
his wives Gayatri and Savitri. 

The text says that Khambhavati is engaged in preparing the altar (vedi) of the fire-ritual 
(yajña) for the worship of Brahma. Accordingly, two women are shown carrying offerings 
pouring oblations in the fire of the sacred altar. 

The term vichitra sevàis interesting as it has a technical connotation in the Vallabhacharya 
cult. ‘Seva’ is a technical term which indicates sadhana bhakti as differentiated from sadhya 
bhakti. ‘Seva’ is serving the lord through chanting of his names and worshipping his forms 
through various rituals, i.e. japa, puja, havana etc. This may be purely ritualistic or the ritual 
may be accompanied with ragatmika bhakti, i.e. emotions. The seva indicated here is the 
preparation and ornamentation of the altar. It may be pointed out that women are known to 
have prepared the vedis or altars of the yajña right since Vedic times. The raga Khambhavati 


is, however, no longer sung. 


ENDNOTES 


1. त्रिगुणा खंभावती च आभेरी ककुभा तथा। 
विटी चैव सावेरी षडेता; पञ्चमे मता; | | AP 238.19; 


मध्यमेन निषादेनान्दोलिता त्यक्तपञ्चमा | 
खम्भाइतिस्तदंशान्ता श्रृङ्गारे विनियुज्यते । | 
इति खम्भाइति; | SRT, 11.2.138-139, 
2. §ripadmapurdnam vol. |, edited by Charudeva Shastri (Delhi: Nag Publishers, 1996), Srsti Khanda, 
pP. 101-105. 
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Saranga 


aranga does not appear to be an ancient raga as it is not mentioned in the early texts. 
Its textual iconography as well as visual depiction is seen in the 16" century. One of the 
earliest ragadhyanas is seen in the RK which describes the raga thus: 


With his hair tied up with a flower garland, bearing the vind on his glossy shoulder region, amidst his 
beloveds under the mango tree, (so) shines the tasteful (aesthetic) Saranga raga.’ 


Thereafter, the two motifs, viz. a vind and standing with a beloved companion (sakha or 
sakhi) under some flowering or fruit tree seems to have become the leitmotif of the textual 
iconography of this raga. 

The same may be seen in the SD which describes this melody with the nomenclature of 
Saranganatta. 


Carrying a vind, with her braid tied up firmly, accompanied by her companion at the foot of the Vaüjula* 
tree, her body bent and with a golden hue, Sáranganattà is said to be finely dressed? 


An alternative verse is also given in the SD. It describes Saranganatta as follows: 


Holding a vind in her hands and seated with her companion at the foot of the kalpataru (wish fulfilling 
tree), with her chignon firmly tied up, Sarangi is said to be a good actress.* 


The vind, again, is the very first word of the textual iconography of the Bharat Kala Bhavan 
painting. 
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4.1 Saranga Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/32 


Bharat Kala Bhavan Text: 
सारङ्ग : 
वीणाविनोदप्रतिबद्धपाणिः 
गृहण'न्कथां नारदसंप्रयोगाम्‌। 
श्यामो युवा विप्रकुले प्रसूतः 
सारङ्गनामा मुनिभिः gofia: । i 


Sarangah 
Vinavinodapratibaddhapanih 
Grhnankatham nàradasamprayogàm | 
Syamo yuva viprakule prasütah 
Sararigandma munibhih pranitah 11 


The metre is Upajati. 


Translation: One whose hand holds the vind for entertainment, grasping the story used by 
Narada, the dusky youth born in a Brahmana family is known to the sages by the name of 


Saranga. 


There is a complete lack of coordination between text and image in this ragachitra 
(pl. 4.1). While the text refers to the vind, it is conspicuous by its absence in the painting. 
The youth, instead of holding the vind, grasps the voluptuous breast of the lady waving the 


* The incorrectly written word has been emended to grhnan. 
+T Pratitah has been emended to pranitah. 
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fly whisk. He appears more of an aristocrat than a Brahmana, While the mention of the vind 
continues, a new component here is a mention of the celestial sage devarsi Narada. He was 
fabled for his proficiency in music, and for carrying his vind. In fact, he is often regarded as the 
inventor of the vind. 

The Chawand series has a ragachitra of Saranga. Its chitrapada is as follows: 


Chawand Text: 
सारङ्गरागिणी 


तन्त्रीकरग्रहहेतुसन्नारदकथाप्रसङ्ग 
घृतकलसारङ्ग: को उपजि जोबनघन कोऽनङ्गः 


Sarangaragint 
Tantri" karagrahahetusannaradakathaprasanga 
Ghrtakalasárangah ko upaji jobanaghana ko'nangah 


Comment: With regard to the metre, the verse attempts an Anustupa in the first part but is 
erroneous. In the second part also there are errors. Unfortunately, no metre can be traced in 


this part as the Sanskrit has been mixed with slight old Hindi and Prakrt. 


Translation: Line I: (Because of) bearing the vina in hand, the context of the beautiful Narada 
story is happening (created). 
Line 2: (Because of) bearing (in the throat) the sweet, indistinct Saranga (raga), cupid, 


whose essence is youth, has been made manifest. 


In the word ‘sannandrada, there is a pun attached to the word 'sanna' which is the present 
participle for ‘happening, it can also mean 'sat«nárada, meaning the good Narada story. The 
man and the vind depicted in the ragachitra conjures up the image of Narada, thereby creating 
the context of the good Narada story, imparting the devotional context. 

Further, there is a pun in the word ‘Saranga’ as well. The most popular meaning of Saranga 
is a spotted deer, antelope. The term also means the god of love, whose very essence is youth 
and beauty. The singing of Saranga evokes rati bhava or love and creates a romantic mood or 
$rngara rasa. Here, the context of love is made manifest by the presence of Ananga, the god of 
love, thereby evoking the kama bhava and $rnigara rasa. Yet another meaning of Saranga is a 
peacock. The voice of the peacock harkens cupid and enhances the romantic mood. 

This is how the two contexts are created in which we find the bhakti rasa and srigara rasa. 

While the language is defective, the scribe has used the word ‘Saranga’ quite dexterously. 
The idea behind the word is well thought out. It means not only the Saranga raga being made 
manifest but also the god of love, 


We observe the slesamülakapratiyamanotpreksà alamkara here. 


* Tanti has been emended to tantri. 
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Saranga Ragini, c. 1605 cr, Chawand, Victoria and Albert Museum, London, Accession no. IS.39-1953 


In the painting (pl. 4.2), we see the mustard yellow border with the chitrapada on top. The 
pictorial space of the painting is divided into two almost equal parts. The lower half consists 
of a narrow foreground containing a pair of peacocks and a water pot. It is quite bare without 
the customary flowering bushes, slippers and flight of stairs leading up to the middle ground. 
This is probably because the location of the scene unfolding before us is a temple and not a 


b. palace. The temple depicted is in the Nagara style, containing a sikhara and a mandapa. 
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In the middle ground, we find two male protagonists seated on a high temple platform 
playing musical instruments in worship. They are seated within the open temple mandapa. 
They both wear turbans and have heavy moustaches. Their eyes are fish shaped with small 
pupils; they have heavy jaws, small chins and large noses in the style of early Mewar paintings. 
The first one wears a bright yellow dhoti and has a tantri or vind in his hand as mentioned in 
the text. The red Mewar background stretches across the open spaces of the middle ground, 
behind the protagonist and beyond the garbhagrha. 

The garbhagrha has been placed to the left of the middle ground. A peacock has climbed 
up on the platform and placed itself along the wall. The upper half of the painting has the 
Nagara sikhara of the temple and a dome covering the mandapa. There are clouds in the sky. 
There are palm and other flowering trees around. There is a fourth peacock perched on top of 
one of the trees towards the right. 


The textual iconography for Saranga in RV is thus: 


Clad in yellow, dark body, beautifully ornamented and with a bow, Saranga is on Garuda and is one in 
whose hands are the lotus, conch-shell, mace and discus. 


The iconography here is clearly that of Visnu, instead of Narada. In later mythology, he is a 
friend of Krsna. Gradually, the form of Krsna (one of the incarnations of Visnu) started being 
superimposed upon Narada. This becomes manifest in the visual imagery of the Gem Palace 


ragachitra of Saranga. 


Gem Palace Text: 

सारङ्गरागिणी 

वीणामाधाय कंठे हरिगुणगणनापूर्वक भक्तिसक्तः 
सख्याश्च प्रीतिभाजो रहसि च पुरतः कोविदो गीतशास्त्रे । 
गायन्‌ गायन्‌ प्रमोदं भजति मुनियतिर्नारदः पर्वताक्तः। 
सोऽयं सोऽयं कवीन्द्रैश्च चतुरचतुरैः रागसारङ्ग S: 


Sarangaragini 

Vinamadhaya kanthe harigunaganand pürvakam bhaktisaktah 
Sakhyascha pritibhdjo rahasi cha puratah kovido gitasastre | 

Gayan gayan pramodam bhajati muniyatirnaradah parvataktah 
So'yam so’yam kavindraiácha chaturachaturaih rágasáranga uktah || 


Comment: The metre of this verse is Sragdhara, Sragdhard is a long and complex metre. The 
choice of this complex metre seems to have been deliberate. “Sragdhara” means ‘wearing 
a garland’ or ‘bearing a garland’ It is suggestive of the ‘garland wearing’ Saranga raga in the 
centre. The sakhi is bearing a garland and Hari/Narada is wearing a garland. In fact, this 


* Sakhyah is Nominative plural of sakhi. However, since there is only on sakhi here, it has been 
corrected to sakhyagcha, which is Genitive singular of sakhi. 
T It should be aktaparvatah. 
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ragachitra has the richest word images as well as visual imagery. Thus the text of the painting 
has a complex metre, alamkaras (figures of speech) like anuprasa (alliteration) and slesa 
(pun). The verse itself suggests that it is composed by the 'cleverest of the clever' (chatura 
chaturaih). 


Translation: Carrying a vind on his neck, devotionally attached and singing the praises of 
Hari; in solitude, in front of his beloved (female) friend, an expert in the science of music, 
the sage Narada is singing in delight and devotion on the mountain (literally, the mountain is 
being anointed or decorated by him, i.e. by his standing on it). He is the same, the same raga 


called Saranga by the great poets who are the cleverest of the clever. 


In the text, áktah is intended as ‘afichitah’ which means ‘venerated’. The mountain is 
being decorated by Nàrada because he is standing on it. The boulder like pink-tinted rocks are 
suggestive of the mountain here. However, Parvata is also a well-known companion of Narada 
in the Vedic lore. The meaning then, would be ‘Narada, who is venerated by Parvata. 

It seems that there is a pun (slega) intended here. Narada stands on the parvata or 
mountain and thus it is being anointed or decorated by him. On the other hand, it could also 
refer to Narada being venerated by this companion Parvata. 

The visual imagery is splendid (pl. 4.3). This may be seen in the rich red ground, glowing 
colours, the gold alamkaras or ornaments of the man, woman and cows, and the scintillating 
figure of the male protagonist in the centre. There is a lavish use of gold in this painting but 
it has been used dexterously. One may note the gold vessel and ornaments of the lady as also 
of Hari/Narada. One notices the gold khadau (slippers) on his feet. Particularly startling is the 
use of gold for shading of the eyes of the cows! Gold bells tinkle in their necks. 

Variously coloured cows, maroon, blue and white are seen and these are common in 
mid-17 century Mewar paintings. The presence of these cows and the lush wood-land behind 
evoke the ambience of Vrindavana of Hari. An interesting fact is that at present, the Brndabàni 
Saranga raga is more popular than Suddha Saranga. 

It seems that the poet and painter have both composed and painted with delight and 
devotion (pramodam bhajati). This verse is not seen in the Bharat Kala Bhavan series of 
ragachitras nor in any of the earlier texts. While the textual imagery retains Narada as the main 
protagonist and says that he is devotedly singing the praises of Hari, the visual imagery has 
superimposed the figure of Hari or Vignu on Narada, The main protagonist here is pitambara 
(clad in yellow), dark complexioned, with splendid ornaments and carries the lotus, conch- 

shell, mace and discus instead of the vind. 
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ENDNOTES 

, प्रसूनगालापरिबदधकेशो तीणां दधानो emm 
सप प्रियाभि; सहकारमूले सारङ्गरागो रसिको विभाति 11 RK, 2.169. 

. Moniet Williams, A Sanskrit English Dictionary (London: Oxford University Press, 1956), 914. 
Vañjula is either the asoka tree or hibiscus; Vaman Shivaram Apte, The Practical Sanskrit-English 
Dictionary (Poona: Prasad Prakashan, 1957-1959), 959, Apte suggests asoka or bamboo. 

, तीणा दधाना दृढ़बद्धवेणी 
सख्या समं बञ्जुलवृक्षमृते । 
जाम्बुनदाभा च निषाणोदहा 
Weg कथिता YAMI Sangita Darpana of Dàmodara Misra, edited by Raja Sourindro Mohun 


Tagore (Calcutta: J.C. Bose and Company, 1881), Ragadhydya, Dhyana of v. 84 (a). Sangita Darpana 
will hereafter be referred to as SD. 


4, करधृतबीणा सख्या सहोपतिष्टा च कल्पतरूमूले | 

दृढ़तरनिबद्धकबरी सारङ्गी सा सुरङ्गिणी प्रोक्ता।। SD, Ragadhyaya, dhyana of v. 84 (b). 
5. पीताम्बरोऽसिततनुर्ललितालंकृतिरूपेतचापेषुः। 

सारङ्गो गरूडाङ्घोऽम्बुजकम्बुगदारिधारिकरः। 1 RV, 5.189. 
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Ascetics 


Devagandhara | Malhara | Kedara 
Adana | Bangala 
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Devagandhara 


evagandhara, Malhara, Kedara and Adana all have the iconography of an ascetic. The 
AP' says that Devagandhari is born of Sri. The SPS 2 considers Devagandhari a bhasa 
of Sri and the dhyana says that “it has a red glow, wears yellow robes and rides a 
horse.” The RK? says that, “He is surrounded by the women of the (celestials like) gandharvas, 
vidyadharas and kinnaras. He finds love in the festival of dance, he is always well known as 


Devagandhara.” 


None of the dhyanas, sacred or secular, really prepare one for the chitrapadas of the 


ragachitras. These reveal the iconography of an ascetic. 


Bharat Kala Bhavan Text: 
गन्धारराग; 

wal दधानः कृतभूतिभूषण 
कषायवासा: कृशदेहयष्टिः। 
संयोगपट्टीकृतनेत्रमुद्रो 
गंन्धारराग; कथितस्तपस्वी । | 


Gandhararagah 

Jatàm dadhanah krtabhütibhüsanah 
Kasayavasah kr$adehayastih | 
Samyogapattikrtanetramudro 
Gandhdrardgah kathitastapasvi| | 


* Jata is grammatically incorrect and has been emended to jatam. 


+ Bhusano has been emended to bhüsanah. 
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5.1 Desivarati Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/23 


The metre is Upajati though the first pada seems that of Vansastha. 


Translation: Bearing matted locks and with prolific ornaments, garbed in ochre robe and with 
a slender body, with a yoga patti and a stance of closed eyes, Gandhara raga is said to be an 
ascetic. 


At first glance, it appears that the text and image just do not construe. Actually, the images 
of Desivarati and Gandhara have got interchanged. Hence, we may consider here the image of 
Desivarati which is actually that of Gandhara (pl. 5.1). It depicts a dwelling in an upavana or 
grove. The location is suggested by a single tree. The ascetic's staff and water-pot (kamandalu) 
can be seen in his dwelling. He is sitting outside on a low seat. He is depicted as described in 
the text. He is shown with matted locks, ornaments (earrings and choker), in a yogic mudra 
and the yoga patti is around him. The beaked nose, double chin and swelling torso derive 
from the West Indian tradition. He is a Vaisnava devotee. This is evident by the fact that he is 
worshipping the Saligrama, the aniconic form of Vignu. There is a conch shell in front of him. 
Beyond a sweeping curve, there is a blue curved strip to indicate the sky. 

The Gem Palace has a similar textual iconography. 


Gem Palace Text: 
देवगंधाररागिणी- 

जटां दधानः कृतंकठसूत्रः 
कषायवस्त्रः कृशदेहयष्टिः। 
संयोगपादावृतेत्रमुद्रो 
गंधारराग: कथितस्तपस्वी | । 


DEVAGANDHARA | 59 


CamScanner 


LJ oar 


॥स्विगेधाररागिणी॥जलेक्धानःशतकेल्त alih CEPI 
॥सेयोगपादाशतनेजखुन्रोरगेधाररोगः HARI ANS, ९१) ) 


हद 


OIA IAS 

5 Erg RT - 
OQ $ 

rh 21 


: | 
| BL TT as : 
नाला ey s T e CSS ES 


(५०४९ — <]. 
hi i IK 4 ? ag * spy med 


5.2 Devagandhàra Ragini, c. 1640 ce, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/22 
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Devaganhararagini- 

Jatam dadhanah krtakanthasütrah 
Kasayavastrah krsadehayastih | 
Samyogapadavytanetramudro 
Gandhararagah kathitastapasvi || 


The metre is Upajati. 


Translation: Bearing matted locks, wearing a string on the neck, garbed in ochre robe and 
with a slender body, with his feet joined together and with the mudrd (stance) of closed eyes, 
Gandhara raga is said to be an ascetic. 


The pictorial space is divided into three uneven registers (pl. 5.2). The foreground depicts a 
lake, the middle ground, which is the largest, depicts an ascetic and his dwelling and the upper 
strip is the high horizon. This is the picture of an ascetic living presumably on the outskirts of 
a forest (upavana). The dwelling is near a lake. The lake is shown in a formulaic manner with 
the typical flora and fauna. It has lotus buds, half opened lotuses and fully blooming lotuses. 
It has tigerfish and geese. The dwelling is shown like a shrine. The sikhara is depicted like a 
Sekhari sikhara; the Sekharas are drawn below as also the small dormer window like opening 
seen on such temples in Mewar. Utensils, a pitcher and a dish are seen. A havana kunda and 
sacrificial fire is seen on the ground in front. An emaciated ascetic is seated on a tiger skin 
outside below the trees. He has long, dusty matted locks (jata), is beared, wears probably a 
lotus-seed string in his neck and bears a rosary in his hand. 

He is half naked, has a bare chest and wears a bright vermillion dhoti patterned with white 
and gold flowers. He bears the Vaisnava vermillion marks on his body. The grove is suggested 
by the painting of a couple of trees and flowering shrubs. One of the trees is a mango tree. 
The place is teeming with birds and animals. There are fine grey and red birds shown and two 


squirrels scamper up the trees. 


ENDNOTES 


1. गौरी कोला च गान्धारी द्राविडी मालकोसिका | 
षष्टी स्याद्वेवगान्धारी श्रीरागाच्च विनिर्गता | 1 AP, 238.16. 

2. Sangitopanisat Saroddhara: A Work on Indian Music and Dancing by Vachanacharya Sudhakalasa, 
edited by Umakant Premchand Shah (Baroda: Oriental Institute, 1961), 3.82. Sarigitopanisat 
Saroddhara will hereafter be referred to as SPS, 

3. गन्धर्वविद्याधरकिन्नराणां नितम्बिनीभि; परिवेष्टितो$सौ i 
नृत्योत्सवे प्रीतिमुपैति देवगान्थाररागो नितरां प्रसिद्ध; । । RK, 2.121. 
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Malhara 


alhara is said to be the limb (upanga) of raga Andhali in the 13" century text 
SRT’ as well as the 15? century text SR’. In the latter text, it is connected with the 
monsoon season. No separate dhyana mantras are given for it. 

It is only in RK? that a dhyana mantra emerges for raga Malhara. He is described as 
playing the vind, has a melodic voice, a golden complexion and with a throbbing lotus ear (i.e. 
a beautiful ear keen for music). The word Kaémirachitra either refers to the place Kashmir 
or one who is picturesque with saffron. He has a face like the autumn moon which is always 
shining. The RK makes an autumnal (Sarada) reference for Malhara. 

It may be clarified at this point that there is yet another ragini called Malharika or Mallari. 
The usual iconography of this ragint is a lady with a vind singing as she remembers her lover. 
The RK‘ says that, “Malharika is as slender as a lotus stalk; she has a voice of the cuckoo. On 
the pretext of singing, she is remembering her lover, she holds a beautiful, excellent vina. She 
who is bending with the fullness of youth is Malhàrika" The AP? mentions this raginé as an 
offshoot of Natanarayana. However, this raginr is distinct from Malhara or Meghamalhara. 

In the Bharat Kala Bhavan series, an iconography is built up for Malhara which describes 
an ascetic, Instead of the white autumnal face of the RK, here it is white hair. 


Bharat Kala Bhavan Text; 
मल्हाररागः 

शरदावदातं' पलितं दधान; 
प्रलम्बकर्णः कुमुर्देदुवर्णः। | 


* Saravavadatah has been emended to Šaradavadatam. 
+ Kumudedu has been emended to Kumundendu. 
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6.1 Malhara Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/31 


कौपीनवासा: सुविहारचारी 
मल्हाररागसुविशालमूर्तिः 


Malhararagah 

Saradavadatam palitam dadhanah 
Pralambakarnah kumudenduvarnah | 
Kaupinavasah suviharachari 
Malhararagasuvisalamirtih | | 


The metre is Upajati. 


Translation: Having grey hair, white as autumn, with long ears, complexion like the water lily 
and the moon, dressed in a loin cloth, stationed in a good retreat, Malhàra raga has a large 
and beautiful form. 


There is no text-image co-ordination in the Bharat Kala Bhavan folio (pl. 6.1). Though 
the textual description is that of an ascetic yet the visual imagery is that of a young man and 
woman in ratikriyà (amorous play). One may note that there is continuity in drawing the 
metaphor from the season of autumn textually; however, the unique visual rendition with 
a very prominent rainbow seems to indicate the monsoon season. The text also mentions 
‘stationed in a good retreat’ further suggesting the season of monsoon when ascetics took 
refuge in retreats. Though visually there is no indication of an ascetic, it appears that the raga 
is in a stage of evolution and transformation. The date for this folio is in the time period of 
Emperor Akbar and it is said that Tansen innovated 'Miyan-Ki-Malhar. While the iconography 
of raga Malhara was connected with autumn, Tansen seems to have brought about another 
version sung during the monsoon. 


MALHARA | 63 


CamScanner 


। १० अ M ~ 


'उलारश|णनी ESEPISREDE 9290 quei am, 
बासश्चविहारचारीमह्ाररा)कथितातपस्थी 39) ü oo 17२ क थि maa a d : 


ES 


=) 
| 


LN 
= 


TUA 
` a) SUB s. ML | PC | oe 12 ma pe स्य 


WAN 


P 
NG 
[ 
à 
`x 
NG 
SIR 


vv os हलाह 


6.2 Malhara Ragini, c. 1640 cE, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/25 


CamScanner 


Gem Palace Text: 
मल्हाररागिणी 

शरदावदातं' पलितं दधानः 
प्रलम्बकेशं कुमुदेंदुवर्णः। 
कौपीनवासाश्च विहारचारी' 
मल्हाररागकथितस्तपस्वी*। । 


Malhararagini 

Saradavadatam palitam dadhanah 
Pralambakesam kumudenduvarnah | 
Kaupinavasascha viharachari 
Malhararagakathitastapasvi | | 


The metre is Upajati. 


Translation: Having grey hair, white as the autumn, with hanging hair (long matted locks), 
complexion like the water lily and the moon, dressed in a loin cloth, stationed in a retreat, 
Malhara raga is said to be an ascetic. 


The Gem Palace painting draws upon the textual iconography of the Bharat Kala Bhavan 
series (pl. 6.2). However, the Gem Palace series has a strong text-image co-ordination. 

Visually, the entire composition consists of an architectural component suggesting an 
interior space as well as exterior space. Though the artist tries to be as simple as possible in 
his depiction, yet the structure looks like a marble shrine. There is a high platform with a 
flight of stairs leading up to the chabutard or high platform outside the retreat. An ascetic 
is seated on a mat on the platform in this exterior space. Ascetics stay in a retreat in the 
monsoon season as they are unable to move about for alms. What is of particular interest 
is the peculiar rendition of the ascetic, He wears a vermillion ghaghara like dhoti with gold 
and white flowers on it, anklets on his feet and saffron marks on his face and arms. He has 
the emaciated body of an ascetic, long beard and hair tied up in matted locks while the rest 
flows down. There is a small marble bowl (kharala) for crushing the herbs in front of him. At 
the base of the stairs, there are various objects, some clearly associated with the ascetic life 
like the havana kunda with bowl and ladle for ghi, and others are placed as a convention like 
the bowl containing melons and the water pitcher, seen in many Gem Palace paintings. The 
interior of the hermitage is painted yellow and red, There are three spear-like rods holding 
up what looks like a holy book and a surahi (water pitcher) is kept at the base. There are 
lush green trees in the background laden with flowers and inhabited with birds like peacocks, 
koyala, parrots etc. The sky is indicated as cloudy and dark and thus partly painted blue and 


* Saravavadatah has been emended to Saradávadátam. 


t विहारे चरति - आचरति इत्यर्थः Vasascha has been emended to vasascha. 
£ Kathitátapasvi has been emended to kathitastapasvi. 
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partly black. Raindrops can be seen, while four cranes fly across the sky, The domesticated 


Mongoose in a cage is perhaps there with the ascetic as a guard against snakes, who have 


a tendency of coming out of their holes to the ground surface during rains. In spite of no 


amorous activities related to this ragachitra, a pair of peacocks is shown to imply monsoon. 


These little details are significant in suggesting the season. 


-— 


ENDNOTES 


. मल्हार! 


आन्धाल्युपाङ्ग मल्हार; षडूजपञ्चमवर्जित 
धन्यासांशग्रहो मन्द्रगान्थारस्तारसप्तम! | । 
इति मल्हार: | SRT, 112.155. 


. ।।अथ मल्हार;।। 


धांशग्रहन्यासयुतो गमन्द्रः सपञ्चमाभ्यां रहितो निदीप्तः। 
अन्धाल्युपाङ्गं जलदस्य काले मल्हारनामा किल षड्जगानः। | SR, IL2.Ragangagopañgapariksanam.152. 


. ।।ध्यानम्‌।। 


वीणातिवादः कलकण्ठनादः सुवर्णवर्णः स्फुरदब्जकर्णः। 
काश्मीरचित्रः शरदिन्दुवक्त्रो महारनामा नितरां विभाति।। 
I इति ABR: 1 । RK, 2.155. 


. ॥।ध्यानम्‌।। 


मृणालतन्वी पिककण्ठनादिनी गानच्छलेन स्मरति प्रियं स्वकम्‌। 
विपञ्चिकामञ्जुलपाणिरूत्तमा मह्वारिका यौवनभारसन्नता। | RK, 94. 


, त्रोटकी मोटकी चैव दुम्बी नट्टा वराटका। 


गान्धारी सिन्धुमल्हारी षड्‌ वै नट्टनरायणा:।। AP, 238.21. 
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Kedara 


edara is not a very ancient raga. References to it are seen in the 16" century. The SPS! 
makes a casual reference to it as a minor melodic form, calling it an upanga of Gauda. 
The RK gives the image of an ascetic: 


Bearing the Ganges (Gangadhara), with a beautiful crescent-moon tiara, with a serpent shining on his 


yajña sütra (sacred cord), being engrossed in meditation, being in a yogic stance, Kedara raga shines as 
an ascetic.” 


A similar textual iconography is given by the RV and SD. The RVhas the following verse: 


With matted locks, with a snake yogapatta with the crescent moon as tiara, bright with ashes (on his 
limbs), bearing the Ganges, Kedara is an ascetic who is deeply immersed in meditation.’ 


The SD has the following verse: 


Bearing matted locks, with a white crescent moon on top, carrying a serpent as the sacred cord, with 
a yogapatta, with the heart immersed in the contemplation of Gangadhara (Siva). She is Kedarika, the 
ragint of Dipaka.* 


Here, Kedara is called the feminine Kedarika, but the iconography of the ascetic continues. 


The Gem Palace images depicts an ascetic. The chitrapada also refers to a dusty ascetic. 
However, it says that he became an ascetic as he was separated from his beloved. 
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7.1 Kedara Ragini, c. 1640 cz, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/19 


Gem Palace Text: 

केदाररागिणी 

प्रियाविरहसंतापरूषितो धूसरो' यति: | 
केदाररागः श्यामो$यं' युवासर्वाङ्गसुन्दर | । 


Kedararagini 
Priyavirahasantaparisito dhisaro yatih | 


Kedaragah syamo'yam yuvasarvangasundarah || 
The metre is Anustupa. 


Translation: Marked (adorned) by the pangs of separation from his beloved, a dusty ascetic, 
the Kedara raga is a dusky young man, beauteous in every limb. 


The painting is enclosed, as usual by the mustard border on all sides with the chitrapada 
written on top (pl. 7.1). The painting is divided into three irregular divisions: the foreground 
is a stream, the middle ground trees and sand in a mountainous region and the upper register 
is a strip of blue sky. Basically, the scene shows an ascetic sitting meditating on a hillside. 
There is a stream flowing nearby. The stream is depicted in a formulaic manner. The dark, 
turgid water is rendered by waves drawn with delicate brush strokes in a basket-weave 
pattern. Typical aquatic flora and fauna are shown. Lotuses as buds, half-opened and fully 
blooming are depicted. Tigerfish and cranes are shown. The rocky topography is suggested 
through stylized rocks, colourfully tinted in shades of orange, lavender and grey. The rest of 
the ground is depicted as flame-orange. A few trees and flowering shrubs can be seen. The 
mango, palm, kanera and a particularly impressive cypress have been depicted to suggest 
woodland. Monkeys and peacocks are depicted in the trees. The ascetic's cottage, partially 
concealed by a tree, is nearby. A bearded ascetic sits on a tigerskin on the hillside. His body 
appears grey as it is smeared with ashes. He is almost naked, except for a small loin cloth 
round him. He has a well-modelled body, one which seems to be practising yoga. The hair on 
his torso and underarms have also been realistically depicted. 

This is the depiction of a Saivite ascetic, which is rare in this series. In all possibility, he is 
a Páéupata ascetic. The Pasupata Sūtra enjoins the devotee to bathe (i.e. smear) ashes thrice a 
day and also sleep on ashes. The text itself suggests a body dusty with ashes. In the depiction 
too, one can see that the ascetic is clearly smeared with ashes and he appears to be a Pasupata 
Saiva. Further, there is a man in this folio who plays a beautifully ornamented double gourd 
vind. It may be noted here that the Pasupata Sitra enjoins the devotee to indulge in laughter, 


music, dance etc.? 


* Dhusari has been emended to dhusaro. 
+ Ayah has been emended to ayam. 
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ENDNOTES 

1. SPS. 3.115 
2. गङ्गाधरः सुन्दरचन्द्रमौलिभुजङ्गमोद्भासुरयज्ञसूत्रः। 

ध्याने निविष्टो धृतयोगपीठः केदाररागो जटिलो विभाति । 1 RK, 2.146. 
3. जटिलोऽहियोगपट्टः सविधुशकलमौलिरूल्लसद्भसितः। 

गङ्गाधरस्तपस्वी ध्यानरतोऽतीव केदार! । । RV 5.208. 
4. जरां दधाना सित चन्द्रमौलिः। 

नागोत्तरीया कूतयोगपट्टा।। 

गङ्गाधरध्याननिमग्नचित्ता। 

केदारिका दीपकरागिणीयम्‌। 1, SD, Ragadhyaya, dhyana of v.65. 


5. Pasupatasiitra with Pañcārtha Bhasya of Kaundinya and Ganakdrikd Ratnatikd of Bhasarvajiia, 
edited and translated by Alokmani Tripathi (New Delhi: Pratibha Prakashan, 1988), 1.2, 1.3, 1.8. 
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Adana 


aga Adana is not an ancient raga and is seen in the 17" century. The Gem Palace gives 
a cryptic chitrapada. 


Gem Palace Text: 

राग: अड़ाना 

ध्यानं (धरति) स्वरसेवासुरम्यः 
योगैः सुरसेवा$ (नीवर) चारंमति:। 
अड्ानारागिणी गृह्णाति राज्यस्यैषा”। 


Ragah Adana 

Dhyanam (dharati)Svarasevasuramyah 
Yogaih surasevanirvicharammatih 
Adanaragini grhnati rajyasyaisa | 


* Dhare is a Hindi word. The line is not a doha in Hindi, but some sort of verse in corrupt Sanskrt. 
Hence the Sanskrit word for ‘dhare’ has been substituted. The Sanskrit text is very corrupt and 
mixed up with Hindi words, The first two lines envisage a man since the nouns are in masculine 
gender. The last line with Adanaragini refers to a female. No particular metre can detected. The 
rhythm ís irregular. The verse is not complete. 

+ Suvarasevásurammaih has been emended to svarasevasuramyah which appears to suggest riyàz 
or musical practice. 

£ The Hindi word ‘jogaik’ has been substituted for ‘yogaih’. 

8 Sursavd has been emended to suraseva. 

« Nivicharammati has been emended to nirvicharammatih. 
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8.1 Adana Raga, c. 1640 CE, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/20 


| 
CamScanner 


Translation: One who is meditating and enjoying the melodious musical practice, (an ascetic) 
who serves the gods by practising yoga and one whose thoughts are stilled (i.e. of meditative 
mind), that is Adana ragini which acquires a kingdom. 


The ragachitra shows an ascetic seated on a tiger-skin (pl. 8.1). His posture is erect, like 
that of a yogi. He is emaciated, has matted locks, is bearded and has a moustache. In fact, the 
hair on the torso and even the unseemly sight of hair on the underarms is shown realistically. 
He is seated in front of his retreat which is depicted akin to a small, domed marble shrine. A 
man waves a fan of peacock feathers over the ascetic in devotion, The devotion is evident by 
the fact that he is barefoot. He also holds the trident. This is what leads one to infer that the 
ascetic is Saivite. 

The man appears to be a royal personage or aristocrat as is apparent from his fine clothes. 
He wears a beautiful floral patterned jama with red flowers (highlighted in gold) and green 
leaves. He wears red pyjamas and a gold turban. It is probably night time as the narrow 
foreground which has flowering shrubs is dark grey in colour. 

It is said that by singing Adana ragini, one manages to acquire a kingdom. This explains 
the presence of the royal personage/aristocrat and his devotion to the ascetic. It may be stated 


that even now, both the Adana and Darabari ragas have a bold and royal movement. 
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Bangala 


R= Bangala is an ancient raga and is mentioned in the BD. The BD clearly says that 
Vankali was born in the Bengal region and has a divine form. Matanga calls it a bhasa 
melodic form). In performance, it was embellished by smooth and subtle notes by 
the performers. Thus, Bangali was neither a gramardga nor raga but a further derivative form, 
the bhasa, yet it was a significant melodic form with sophisticated rendition. The AP refers to 
it as derived from Megha raga. The earliest ragadhyana is given in the SR, which says that, “It 
is for all seasons. It is to be used in joy in the rasa named £rngara, clad in yellow, adorned by a 
fair complexion, one with six (?) vehicles.”’ 
The RK has the following ragadhyana: 


With a charming dress, attractive hair, blooming (large, joyous) eyes, face like the autumnal moon, ever 
pleasure-seeking, living in a new dwelling, the (raga) named Bangala has the splendor equal to the sun. 


However, the Bharat Kala Bhavan series gives a different iconography of raga Bangala. The 
‘ever pleasure seeking’ nayaka (hero) is described as a tapasvi or an ascetic. 


Bharat Kala Bhavan Text: 
बंगालराग; 

मनोज्ञमौज्जी गुणगुम्फिताङ्ग; 
स्वच्छं दधानो धरणीधरायाँ | 


* Guñji has been emended to mauiiji. 
+ Dharasyani has been emended to dharani. 
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9.1 Gurjari Raga, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/30 


प्राशुंकुमारः कुमुदीयकान्तिः * 
बङ्गालरागः। कथितस्तपस्वी | | 


Bangalaragah 
Manojfiamaufijigunagumphitangah 
Svachchham dadhano dharanidharaya | 
Pramsukumarah kumudiyakantih 
Bangalaragah kathitastapasvi || 


The metre is Upajati. 


Translation: With the charming string of the muñja grass? tied to the limbs, wearing clean 


(clothes) for Dharnidhara (Visnu), the tall youth with a lily-like lustre, Bangala raga is said to 
be an ascetic. 


The image painted is a complete mismatch (pl, 9.1). However, this is because the scribe 
has erroneously put the painting of Gurjari raga below it and the painting of Bangala raga has 
been done below Gurjari! Yet another instance which shows that the scribe was literate but 
not familiar with the Sanskrit language. Here, we reflect upon the painting of Bangala raga 
(painted below Daksina Gurjari), In fact, there is a fair deal of text-image coordination. 

Generally, the tiger (either nearby or as tiger-skin for a seat) is always associated with 
Bangala raga. We see here the presence of a tiger (which actually looks like a leopard) in 


* Kantihas been emended to kantih. 


T Raga has been emended to ragah. 
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a rectangular space to the, left. On the right, we see a tall, young man (pramsukumarah) 
engaged in worship. He is worshipping the aniconic form of Visnu. The black, round, polished 
stone is the saligrama, which is the aniconic form of Visnu. It is placed on a metal stand. 
A smaller version of this is often seen placed on a sirhhasana in the püjagrha for domestic 
worship. He is worshipping by offering tulasi (basil) leaves to the saligrama. This is certainly 
interesting. Generally, Bangala raga is connected with Saiva worship. But here, due to the 
strong Vaisnava influence of Mewar we see the worship of Visnu. Furthermore, the textual 
and visual iconography do not depict a hermit, but a young man, probably a Brahmana youth, 
worshipping. This seems to have paved the way for the hermit iconography. 

An interesting feature of the Bangala raga is the presence of the tiger. The Sunderbans 
region of Bengal abounds with tigers. The tiger is closely associated with Bengal, just as the 
peacock is with Rajasthan. The tiger then is suggestive of the Bengal region itself and thus 
the regional connotations of the raga. At a deeper level, the tiger is a metaphor for power; 
the power that is endowed to the devotee. Just as the Rajput prince or thakur (an aristocrat) 
hang the tiger-skin on their walls in their palaces or havelis (mansions) as a demonstration of 
power, so the devotee or the ascetic, meditating in forests, is unafraid of the tigers there. He is 
imbued with spiritual power and is thus shown seated on the tiger skin! 

This raga is primarily concerned with Siva worship. The SD has the following verse, "The 
long-eyed one carries the basket at her waist-cloth, the one whose left hand is adorned by the 
luminous trident, bright because of the ashes (besmeared), with the dense matted locks tied 
up, Bangalika is thus called with a complexion like the rising sun." 

Though the subject is in the feminine gender, nonetheless, the attributes of Siva are 
unmistakable, However, one may draw attention to the fact that the Bharat Kala Bhavan folio 
depicts the worship of Visnu. 

The text of the Chawand nigachitra seems to follow the Bharat Kala Bhavan text. 


Chawand Text: 
बङ्गालरागिणी 

मनोज्ञमौज्जी गुणगुम्फिताङ्गः 
स्वच्छं दधानों धरणीधरायः। 
प्राशुंकुमारः कुमुदीयकाद्युति: 


*....... 


Bangalragini 
Manojnamaunjigunagumphitangah 
Svachchham dadhano Dharanidharaya | 
Pramsukumarah kumudtyakadyutih 


DIDI 


* Munoksamunji has been emended to manojnamaunjt. 

1 Svayàm dadhana has been emended to svachchham dadhano. 
+ Sahasya has been emended to dharaya. 

$ Kamayádituti has been emended to kumudiyakàdyutih. 
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9.2 Barigala Raga, c. 1605 ce, Chawand, © Goenka Collection, Bombay 


Translation: With the charming string of the muñja grass tied to the limbs, wearing clean 
(clothes) for Dharanidhara (Visnu), the tall youth with a lily-like lustre..... 


The text is quite corrupt and the last pada is incomprehensible and incomplete. 
The ragachitra depicts a double storeyed mansion that is open to view (pl. 9.2). The upper 
storey is a bed chamber as inferred by the couch and the bolsters on it. The lower storey has 


an open courtyard in which the aristocrat sits. He has a bare torso and wears a red spangled 
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dhoti. There is a pitcher of water in front of him. An attendant behind is possibly taking care 
of his toilet. Adjacent to the courtyard can be seen a chained lion (instead of a tiger). It is 
probably domesticated as it is chained and an attendant is waving a fly-whisk over him. In the 
foreground can be seen earthen pots of water and toilet paraphernalia. It is night time as is 
indicated by the lighted lamps in the foreground and the birds that are roosting in the trees. 
The colours yellow, green and red dominate the painting. 

In the 16% century and early 17" century, the man shown in the painting is a devotee, 
though not a hermit or recluse. In the 17* century, he is shown regularly as ascetic. The two 
main features of this raga, in the 17 century, are the tiger and the ascetic. The Gem Palace 


collection does not feature this raga. 


ENDNOTES 


, वङ्गालदेशसम्भृता वङ्काली दिव्यरूपिणी । 
एपा भाषा रसा च + धैवतम्यापि वल्‍लभा।। 
प्रयोगे श्लक्ष्णसुक्ष्मश्चव गायक; स्वरशोभितैः | BD, p.127. 
2, TAMA माधुरी चैव कामोदा चैव साधका। 
देबाश्री (ath) देवमाला च घडेता; tama; । । AP, 238.20. 
3, बङ्गाल; पाडवम्याङ्गं ग्रहांशन्यासमध्यमः। 
सपाभ्यां कम्पितो गेय: सर्वर्तुषु विचक्षजैः।। 
प्रहर्ष विनियोक्तव्यो रसे gm 
पीतवासा गौरवर्णालंकृतः WEAN: । । SR, 2 Ripinpopinpaparisanam,106-107. 
4, मनोज्ञवेष; कमनी यकेशः प्रफुल्लनेत्र: TATA ;। 
सदा विलासी नवगेहवासी बङ्गालवामा रविकलुपभामा । । RA, । 30 
5. The girdle of a Brahmana made of a triple string of muja grass, 
). कक्षानिवेशितकरण्डधरायताक्षी 
भास्वत्‌ प्रिशूलपरिमण्डितवामहस्ता i 
भस्मोज्ज्वला निबिडबद्धजटाकलापा 
बङ्गालिकेत्यभिहिता तरूणार्कवर्णा । SD, Ragdd/ydya. dirydna of v.49. 
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Hindola 


T he word ‘hindola’ means a swing. Actually, the Vasantotsava or the spring festival 
was earlier celebrated by ornate swings on which couples swayed and sang, possibly 
suggesting the origin of raga Hindola. The SRT specifically connects Hindola with the 


spring season and dear to Kamadeva'. However, it is the SR which is one of the earliest texts 
to specifically give the iconography of swing vis-a-vis Hindola?. It mentions spring to be the 
season of swinging and the raga being evocative of śrñgāra rasa. Most medieval verses on 


this raga speak of the blue-coloured body and yellow robes of the raga personified, clearly 


referring to Krsna. 


The Bharat Kala Bhavan has the following text: 


Bharat Kala Bhavan Text: 
हिंडोलराग 

नितम्बिनी मंदतरंगितासु- 
दोलामुखेलासुखमादधानः। 
त्वचः कपोतद्युतिकर्बुरस्य 
हिंडोलरागः कथितो मुनीन्द्रैः । । 


Hindolaraga 

Nitambini mandatarangitasu- 
Dolasukhelasukhamadadhànah | 
Tvachah kapotadyutikarburasya 
Hindolaragah kathito munindraih || 
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10.1 Hindola Raga, c. 1575 cE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/13 
The metre is Upajati. 


Translation: Being gently rocked in a beautiful swing by a fair hipped damsel and bearing the 
happiness of this beautiful sport, the one whose skin has the greyish glow of the pigeon is the 


one described as Hindola raga by the best of sages. 


The Bharat Kala Bhavan folio of raga Hindola has a close text-image co-ordination 
(pl. 10.1). The protagonist Hindola is seen sitting on a swing gently rocked by a beautiful 
damsel, exactly as the text describes it. The golden framed swing with a beautifully patterned 
cloth canopy, however, looks more like a palanquin. Hindola wears a turban on his head, a 
dhoti with a decorative sash and no upper garment. He is bejewelled with danglers in his ears, 
a necklace and bracelets on his hands. He holds a vind over his shoulder with his right hand. 
He is not intentionally shown to be fair complexioned, and in all likelihood would have been 
painted grey in harmony with the text, once the painting was completed. On either side of 
the swing are two maidens to serve him. One gently rocks the swing while the other fans the 
prince with a fly-whisk. The women wear the usual high choli, starched odhant a ghaghara 
with a central sash and adorned with hair-clips, earrings, choker and bangles. All the three 
human figures are shown with typically western Indian features, 

The Gem Palace folio for raga Hindola has the same mustard border with an inscription 
written in Sanskrit in black. The inscription reads thus: 
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Gem Palace Text: 
रागहिंडोल 

नितम्बिनी मंदतरंगितासु- 
दोलासुखेलासुखमादधानः। 
कपोतकबुद्युतिकर्बुरस्य 
हिंडोलरागः कथितो मुनीन्द्रैः। । 


Ragahindola 

Nitambini mandatarangitasu- 
Dolasukhelasukhamadadhanah | 
Kapotakambudyutikarburasya 
Hindolaragah kathito munindraih || 


The metre is Upajati. 


Translation: Being gently rocked in a beautiful swing by a fair hipped damsel and bearing the 
happiness of this beautiful sport, lustrous grey like the throat of pigeon is the one described 
as Hindola raga by the best of sages. 


The narrow grey foreground depicts a variety of flowers and lilies (pl. 10.2). There is a 
high horizon and the gently rolling clouds unfold as a frilly lace. The depiction of four white 
cranes is shown. Cranes are said to come in the monsoon and migrate in the autumn. The 
large middle ground is the scene of the main action. On the gold swing we see a Krsna like 
figure and his consort. Krsna is depicted wearing a yellow silk dhoti, vaijayanti garland and a 
peacock feather crown. Two women rock the swing, one plays upon the vind or lyre, while yet 
another holds the peacock feathers in her hand. The trees, though stylized, can be discerned 
as the mango, palm and the agoka. The peacocks are suggestive of lovers and hence of $rrigara 
rasa or erotic love. The monkey swinging in the foliage is a lively innovation of the artist. 
The iconography depicted in the painting is expressed in the lyrics of the Hindola raga 
compositions even now. An example is given below: 


Sthayi 

Sukhonson jhülat manda Hari 

Hari enjoys the pleasure of being gently rocked (in the swing) 
Krsna Murari chatur banwari 

Krsna Murari, the clever Banwari 


Antara 

Sab sakhiyon hindola jhulavat 

All the sakhis (female companions) rock the swing 
Gavat hari guna hara khabare bhari 

They sing (songs) praising the merits of Hari 
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It may be noted that thematically raga Hindola is identified with spring and visually the 


motif of a golden swing symbolizes it. 


ENDNOTES 


1. हिन्दोल वसन्तः 
हिन्दोलः 
धैवत्यार्षभिकावर्जस्वरनामकजातिजः।। 
हिन्दोलको रिधत्यक्तः षाड्जन्यासग्रहांशकः। 
आरोहिणि प्रसन्नाद्ये शुद्धमध्याख्यामूर्छनः।। 
काकलीकलितो गेयो वीरे RA रसे। 
वसन्ते प्रहरे तुर्ये मकरध्वजवल्लभः | | SRT.II2. 93-95. 
2. षड्जस्वरग्रहं षड्जन्यासं षडूजांशपेशलम्‌ । 
मार्गहिन्दोलसंभूतं हिंदोलाड्ठ॑ प्रकम्पितम्‌ । | 
मपाभ्यां, मन्द्रनि पूर्ण निरिसैरधिक vat: | 
विलम्बितमध्यमेन रसे शृङ्गारनामनि।। 
वीरे चापि स हिन्दोलान्दोलने कुसुमाकरे । 
ऋतौ गेयं मुख्यवृत्त्या देशीहिन्दोलसंज्ञकम्‌ | 
इममेव वसन्ते च केचिदाहुर्विचक्षणा:। 
अतः sd प्रायो गायंत्यादिषु मंगलम्‌ | SR, IL2.Ragangagopangapariksanam.91-94. 
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Vasanta 


f the raga repertoire of classical Indian ragas, quite a few of them are closely 
associated with different seasons. Prominent amongst them are ragas Hindola and 
Vasanta. 

Hindola is the more ancient raga and is referred to as far back as the 7^ century CE in the 
BD. The reference to Vasanta is seen a few centuries later. Hindola is an ancient raga which 
is pentatonic. Hindola and Vasanta share a similar history and comparable iconography and 
hence it becomes important to discuss these two ragas together. The BD refers to Hindola and 
calls it a gramaraga, whereas it does not mention Vasanta at all.’ A few centuries later, the 
earliest textual reference to raga Vasanta is found in AP in the 12" century CE? Surprisingly, 
here Vasanta is mentioned as one of the six principal ragas, from which Hindola and others 
are born, clearly rendering Hindola subservient to Vasanta. However, in the 13" century, 
Sarangadeva bestows a superior status to Hindola once again, making it a parent raga 
to Vasanta which he calls ‘desi (local) Hindola’? A similar opinion is continued in the 157 
century text, SR. Sarangadeva also adds that Vasanta bears all the characteristic features of 
raga Hindola, except that it is complete with all the seven musical notes. 

The text refers to the raga being sung in the spring season. In fact, while the AP and SRT 
refer only to the melodic structure of this raga, it is the SR which first gives a dhyana image for 
this raga, visualizing it as a deity “with a coral hue, ten arms, six faces, with a cuckoo, bearing 
in his hands the cymbals, skull-topped mace, discus, lotus, fruit, conch-shell, vinà and two 
hands in boons-giving and protective gestures.” Almost the same iconography is seen in the 
SPS. "With six faces, ten hands, and a coral hue, Vasanta bears in his hands beautiful cymbals, 
conch shell, skull-topped mace, fruit, discus and lotus. The (two) hands are in boons-giving 
and protective gestures. The cuckoo is the vehicle and it is sung in the Chaitra and Vaisakha 
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11.1 Vasanta Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/21 


seasons. This iconography is close to the image of raga Vasanta depicted in the Kalpasütra 
manuscript. A century later, it is the RK which departs from this religious textual iconography 
to a purely secular textual iconography when it describes the “handsome Vasanta, with his 
top knot tied with peacock feathers, wearing earrings of mango blossoms, dusky body like a 
(blue) lotus and sportive.” This textual iconography captures the imagination of the poets 
and artists of Mewar and is the one that may be seen both in the Bharat Kala Bhavan and Gem 
Palace folios. One may add here that Krsna being adorned by peacock’s feather is referred to 
by Kalidasa in his Meghadüta. He says that “Visnu in his cowherd's character (Krsna) has the 
glowing splendour by the peacock's feathers.” 

The textual and visual iconography, more or less got standardized by the 17" century. The 
Bharat Kala Bhavan folio follows the RK and there is a close text-image co-ordination. 


Bharat Kala Bhavan Text: 
वसन्तरागः 
शि'खंडिबर्हिछदबद्धचूड़:- 
पुष्यन्‌ पिकं चूतलतांकुरेण। 
भ्रमन्मुदाराममनङ्गमूतिंः 

मत्तो मतङ्गस्सः वसन्तरागः। | 


Vasantaragah 
Sikhandibarhichhadabaddhachüdah- 
Pusyan pikam chütalatàrnkurena | 


+ Grikhanda is ‘sandalwood’ which is not appropriate here. It is a mistake for sikhandi or ‘peacock’. 
+ Puspan is a scribal mistake for pusyan. 
+ Matarigaspa is a scribal error for matangassa. 
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Bhramanmudaramamanangamiirtih 


Matto matarigassa vasantaragah | | 
The metre is Upajati. 


Translation: Vasantaraga — With the top-knot (hair) tied by a covering of peacock-plume 
feathers, nourishing the cuckoo by the mango-spray sprout, wandering around with pleasure 
in the grove, the image of the god of love (Ananga), like a rutting elephant, he is Vasanta raga. 


Though painted in a minimalistic manner (pl. 11.1), it is evident that the artist intended to 
make a lush green grove as the background, thus validating the phrase in the text ‘wandering 
around with pleasure in the grove’. Vasanta, who is the ‘image of the god of love (Ananga), 
wears his hair in a top-knot. He is shown playing a musical instrument and dancing, while 
the maidens on his either side play the daphali or tambourine and the cymbals. The rendition 
of the figures and their dresses hark back to the western Indian idiom. It betrays typical 
physiognomic features like flat crown, prominent fish-shaped lidless eyes, beaked nose, thin 
lips and double chin. Both Vasanta and the maidens are wearing danglers in the ears and 
chokers for their necks. The block-printed, pointed starched odhanis for the women and the 
starched pataka or sash around the waist for Vasanta is also a western Indian feature. 

A similar iconography continues with the Gem Palace painting for raga Vasanta. It has a 


mustard border all around with an inscribed verse on the top. 


Gem Palace Text: 
वसन्तरागिणी 
शिखंडिबर्होच्चयबद्धचूडः' 
पुष्यन्‌ पिक चूतलतांकुरेणां | 
भ्रमन्मुदा वासमनङ्गमूर्तिः 
मनोहरोऽयं च वसन्तराग:। | 


Vasantaragini 
Sikhandibarhochchayabaddhachüdah 
Pusyan pikam chitalatamkurena | 
Bhramanmudd vàsamanangamürtih 


Manoharo'yam cha vasantaragah | | 
The metre is Upajati. 
Translation: With the top-knot (hair) tied by a heap of peacock feathers, nourishing the 


cuckoo by the mango sprout, wandering around with pleasure in his dwelling places, the 


image of the god of love, he is charming and is called Vasanta raga. 


* Sikhandi has been emended to śikhandi, chutu is a scribal error for chudah. 
T Amkure is incomplete and has been emended to amkurena. 
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The pictorial space is divided in horizontal registers into a narrow foreground, a broad 
middle ground which is the main scene of action, a background and a high horizon (pl. 11.2). 
This is the general pictorial format of these series. The foreground is an unusual pink colour. 
There are pitchers, presumably filled with coloured water and syringes. Clumps of yellow 
and white flowers, delicately tinged with red and with finely drawn leaves may be seen. The 
middle ground, which occupies half of the canvas, is a virulent lacquer red. It depicts three 
women and a male dancing figure. One woman beats upon the tambourine, the other upon 
the cymbals and the third sprays coloured water from a syringe. The faces of the women are 
the Mewari type with large fish shaped eyes, small eyeballs and heavy jaws. The ghaghara, 
choli and odhani are brightly coloured, variegated and delineated with care. The pom-poms 
edged with pearls are attached to the ends of the bangles, armlets and braids. Ananga or the 
god of love, amidst the females, is certainly Krsna. He is easily identified with his crown of 
peacock feathers or moramukuta, a garland of forest flowers or vaijayantimala, pitambara or 
the yellow dhoti and, above all the flute that he is playing. Mughal influences may be seen 
in his attire as also the flora in the foreground and the middle ground. The lilies in the red 
ground, the finely drawn serrated leaves of the plants in the foreground are similar to those 
painted in the hashiyds of Mughal miniatures in the period of Jehangir. Such clumps of grass 
and flowering shrubs which are not indigenous to Mewar are also seen in the landscapes of 
Kangra paintings. The flora in the background has the flowering mango, banana, champaka 
and also the flowering asoka trees. All these are mentioned specifically in the context of 
the Madanotsava festival. Peacocks signifying lovers may also be seen. It is unusual that the 
main ground is a virulent red instead of green which is more evocative of spring. This may 
be explained by harking back to the Mewari tradition of using saturated, primary colours, 
especially red, for dividing the pictorial space into different zones of action. However, this 
is not the case here as the colour palette of the artist is sophisticated. One notes the delicate 
shading in the painting of the flowers, diaphanous uttariya, striped pyjamas and the dresses 
of the women. The reason for red ground has to be sought elsewhere. The Kamadevapüjá of 
the Madanotsava was observed at sunset and it is possible that the red palm tree in the shape 
of the setting sun energises the entire landscape and touches the kalama of the artists who 
chooses to work with the red colour. The depiction seems to adhere closely to the type of 
Vasantotsava chitra that were painted for the worship of Ananga; however, in raga Vasanta, 
Krsna replaces Ananga. It is also possible that the padas or lyrics sung for worship here may 
have been composed in the Vasanta raga. 

The visual iconography of raga Vasanta followed a consistently uniform iconography 
in the various schools of painting, which always depicts Kamadeva or Krsna as the main 
protagonist. It invariably shows female attendants accompanying him, playing musical 
instruments, particularly the tambourine, daphali or drum, dhola. Some spray him with water 
from syringes. The iconography of raga Vasanta draws upon the imagery of Vasantotsava, the 
ancient spring festival where Kamadeva is worshipped as the God of Love. 

The first act of Ratnavali of Harsa (77 century CE) gives graphic details of this festival. In 
the Vasantotsava festival people spray each other with coloured water from syringes. They sing 
and dance and beat upon the tambourine, women sing couplets (dvipadi) which speak of the 
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advent of spring, the flower weaponed god who is the messenger of love and the blossoming 
mangoes. Love is in the air everywhere and to celebrate this festival of love (Madanotsava), 
ladies worship Ananga or Kamadeva at sunset. The first act of Ratnavali describes this worship 
and some interesting facts emerge which have a bearing on this raga painting. Ananga is 
treated as synonymous with Pradyumna. The Visnu Purdna refers to Kamadeva being reborn 
as Pradyumna. It may be noted that Pradyumna was one of the five vyithas or the emanations 
of Vasudeva. By the medieval period, it seems that it was Krsna himself who had supplanted 
Kamadeva or Pradyumna as the god of love. Sagarika, the heroine of Ratnavali, also observes 
that while the God of Love is worshipped in an iconic form (pratyaksa) in her father's 
home, he is worshipped in a painted version (chitragato) at Kausambi. It is possible that the 
iconography of the Vasanta raga painting is derived from these chitrapatas or painted scrolls 
of the spring festival. Such a hypothesis is borne out by the raga painting of Vasanta in the 
above described Gem Palace folio which shares a similar textual-visual iconography. 

Even up to the 20 century, the compositions of the raga Vasanta are deeply connected 
with the Krsna festival of Holi at Braj and the flowering spring season. The following well 


known composition evokes the mood of both Holi festival and spring: 


Sthyayt 
Phagwa brja dekhan ko chalo re, phaga 
Come let us go to Brja to watch the Phalgun (Holi) 
ve me milerige kunwar Kanha jahan 
there the youthful Kanha will (assuredly) be met 
bat chale bole kagawa, phaga 
because as we are walking on the way we hear the crow crowing 


Antara 
Ayee Bahar sakal bana phüle 
The spring has come, the entire forest is blooming 
Rasile lal ko le agava, phaga 
Keeping the amorous Krsna in the lead. 


ENDNOTES 


, ग्रामरागोद्धवा भाषा भाषाभ्यश्व विभाषिकाः। 
विभाषाभ्यश्च स जास्तथा चान्तरभाषिका: | | 
टक्करागे दश 8 च केचिदिच्छन्ति षोडश। 
तत ऊर्ध्व निगद्यन्ते चाष्टौ मालवकँशिके । । 
ककु(भै:?भे) सप्त वै प्रोक्ताः पञ्च हिन्दोलके स्मृता:। 
पञ्चमे दश विख्याता भिन्नषड्जे नव स्मृताः | । BD, p. 105. 
2, श्रीरागश्च वसन्तश्च पञ्चमो भैरवस्तथा। 
मेघरागश्च विज्ञेयः षष्ठो नट्टनरायणः। | 42 238.15. 


— 
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3. वसन्तः 
वसन्तस्तत्समुद्धवः | 
पूर्णस्तल्लक्षणो देशीहिन्दोलो5प्येष कथ्यते। | 
इति वसन्तः | SRT, 11.2.95-96. 
4. ।।अथ वसन्तः।। 
सांशन्यासग्रहः पूर्णो मन्द्रनिः सपकम्पितः। 
भूयिष्ठरिनिसो SA पश्चिमे प्रहरे बुधैः।। 
हिन्दोलाङ्गं वसन्तोऽयं वसन्ते गीयते शुचौ। 
विद्रुमाभं दशभुजं षड़ास्यं कोकिलागतिम्‌।। 
तालखट्वाङ्गचक्रान्जफलरङ्खांश्च षट्करैः। 
बिभ्राणं वीणया सक्तकरद्वनः्व वराभये । । 
दधतं पाणियुग्मेन केचित्‌ प्राहुरतद्विदः।। SR, IL2.Ragangagoparigapariksanam.77-79. Hindola is also 
described in the Gramaragapariksanam of the SR. 
5. षड्वदनो दशकरो वसन्तो विद्रुमप्रभः। 
सुतालशङ्खखट्वाङ्गफलचक्राब्जभृत्करः।। 
सवीणौ च करौ यस्य वरदाभयदै TA | 
वाहनं कोकिला चैत्रे वैशाखे गीयते स च । । SPS, 3.84-85. 
6. ।।ध्यानम्‌।। 
शिखण्डिपिच्छोच्चयचारूचूड श्रूताङ्कुरोद्भासुरकर्णपूरः। 
नव्याम्बुदश्यामतनुर्विलासी वसन्तरागोऽतिमनोहरश्रीः।। 
। इति वसन्तः। । RK, 2.140. 
7. बर्हणेव स्फुरितरूचिना गोपवेषस्य विष्णो: Meghadüta of Kalidasa, edited and translated by M.R. Kale 


(New Delhi: Motilal Banarasidass, 1969), Purvamegha.15. 
8. Visnu Purdnam, edited by Annangacharya (Madras: Madras Liberty Press, 1972), 5.26.12. 
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Megha 


T* monsoon in India is magnificent, cooling and exhilarating, signalling the end of 
hot, dusty summers. The spirits soar when the skies turn grey with clouds, thunder 
rolls and lightning streaks across the sky. When the heavens open, it is a time for 

celebration and men and women equally rejoice by singing and dancing. Megha, as the name 
suggests, appears to be a raga of the rainy season. Unlike Hindola, it is not referred to by 
Matanga but a reference to it is found in the 12^ century text, API, where it is one of the six 
principal rágas mentioned. Its offshoots? are given as Bangali, Madhuri, Kamoda, Sadhaka, 
Devaéri and Devamala. In fact, this raga became fairly well known by the 13^ century as 
Sarangadeva in his SRT classified Megha raga as adhundprasiddhadesiraga, i.e. as one of the 
well known contemporary musical modes. The text? says that Megha is sprung from Dhaivati 
jati. This fact is important, since only gramaragas were derived from jätis not the derivatives 
like bhdsd, vibhdsa or antarabhasa, making Megha to be originally a gramaraga. Deification 
of Megha raga occurs in the 15" century text SR, where the raga is described as a deity with 
eight arms, wearing yellow garments and with a peacock.‘ His attributes are the conch-shell, 
discus, mace, vind, lotus, sword and with the hands in boons-giving and protective gestures. 
Most of the attributes of the deity appear to be that of Visnu. This iconography finds its visual 
manifestation in the Kalpasütra manuscript of 1475 CE. This raga is shown as $yamavarna 
(blue or grey complexioned), and wearing a yellow robe. In the following century, in the text 
SPS, a similar iconography continues, Megha is once again described as a deity with one face, 
eight arms, grey complexioned like a cloud and one who rides a peacock. He holds in his eight 
hands the conch-shell, discus, mace, vind, lotus and sword and two hands are in the boons- 
giving and protective gestures, His multitude of arms are filled with his six bhasas (consorts). 
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12.1 Megha Raga, c. 1575 cE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/25 


Bharat Kala Bhavan Text: 
मेघरागः' 

क्रोडाविनोदयन्ती 

नितंबिनी चुम्बितास्यतामरसः। 
गाढ़ांगबाहूबद्ध: 

स मेघराग: सुखविलासः । | 


Megharagah 

Kridavinodayanti 

Nitambini chumbitàsyatàmarasah | 
Gadhangabahubaddhah 

Sa megharagah sukhavilasah || 


The metre is Arya. 


Translation: While she is engaged in sporting dalliance, he kisses the lotus-face of the 
beautiful hipped woman, (he is) embraced firmly by the arms, he is Megha raga, who is happy 
and elegant. 


This series describes the elegant and happy Megha raga kissing a beautiful, lotus-faced 
maiden while she embraces him tightly, The iconography has been secularized textually as 
well as visually, though the series is full of inconsistencies as far as text-image co-ordination 
is concerned, Visually (pl. 12.1), Megha raga is shown with a lotus in his hand, which serves 
two purposes. Lotus here has been used as a metaphor to describe the face of the maiden; 


* Rage has been emended to ragah. 
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however, one may note that lotus is also an attribute of Visnu. The painting displays a standard 
court scene bypassing the amorous denotation of the text. Megha is not shown embracing his 
consort; they are depicted seated next to each other. 


Gem Palace Text: 

मेघरागः 

अतिसुखविलासं रतिभवनेसुंदरीप्रतिगत मेघरागः 
a यजति गदति विनोद: 


Megharagah 
Atisukhavilasam ratibhavanesundaripratigata megharagah 
Bijhu.......... yajati gadati vinodah 


Comment: This imperfect verse seems to be an imperfect attempt (the first line) at Malini 
chhanda (metre). The second line is largely illegible. It introduces Prakrt. Bijhu is the Prakrt 
word for the Sanskrit vidyuta or lightning. Yajati (not yagati) may have the sense of flashing 
or shining. Gadati is a low, indistinct sound like rumbling. Even now, ragas like Megha, 
Meghamalhara etc, connected with the monsoon season are replete with compositions which 
have lyrics like “Bijuri chamake meha garje......" etc. 


Translation: In the mansion of love with a great deal of happy sport for beautiful women is 
Megha raga. On the occasion, lightning flashes and thunder (rolls). 


In the Gem Palace folio, the verse is not completely legible. From what is decipherable, 
Megha raga is represented as a gentleman indulging in amorous games with a beautiful 
maiden in the mansion of love, while lightning flashes and thunder rolls. 

The painting (pl. 12.2) is divorced from Visnu iconography. The scene depicted visually 
is taking place in the mansion of a prince or a noble. The pictorial plane is dominated by an 
architectural setting with a little bit of sky on the top and a little patch of grass at the bottom. 
The mansion is double storied and made of red sandstone and marble, with a perspectively 
shown side wall, to give an illusion of three-dimensionality. Even the roof with an open 
terrace and an adjoining chamber has been shown with attempted three-dimensionality. 
Immediately to the left of the mansion is a partly visible door which leads into the courtyard. 
A couple inside the pavilion is engaged in amorous activity. The maiden sits on the lap of the 
aristocrat with her face turned away from him. Both the figures are shown with their faces 
in profile and some very tortuous limb positions. The woman attempts to fan him with a 
fly-whisk in her hand, while the prince caresses her face with his hand. The foreground is a 
garden which has pitchers on a stand. A low table covered with a yellow cloth has a betel box 
anda spittoon. The carefully placed slippers of a man suggests that the nobleman has perhaps 


come from outside to meet his beloved. 


MEGHA | 95 


CamScanner 


ENDNOTES 


. श्रीरागश्च वसन्तश्च पञ्चमो भैरवस्तथा। 
मेघरागश्च विज्ञेयः षष्ठो नटुनरायण; | | AP, 238.15. 

2, बड्‌.गाली माधुरी चैव कामोदा चैव सांधका। 

देबाश्री (चग्री) देवमाला च षडेता; मेघरागजा! । | AP, 238.20. 
3. मेघरागः 

षड्जे धैवतिकोद्भूतः षड्जतारसमस्वरः।। 

मेघरागो मन्द्रहीनो ग्रहांशन्यासधैवतः। 

इति मेघरागः। SRT, 11.2.164-165. 
4. मेघाभो(ऽ)ष्ट-भुजैकास्यः पीतवासा मयूरगः। 

शङ्कचक्रगदावीणापद्माभयवरासिभृत्‌।। 

इष्यते कैश्चिदेवायं न तु त्रिमुनिसम्मतः। । SR, 11.2.Rdgarigoparigapariksanam.52. 
5. SPS, 3.100-101. 


m 
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Meghamalhara 


uriously, no textual or visual references of Meghamalhara are found till the 17^ 
century. It can perhaps be presumed that in the course of time, raga Megha merged 
with Malhàra and its iconography was transfigured and subsumed with a Krsna-like 
figure as the main protagonist. In later medieval raga paintings, this raga is visualized as the 
image of Krsna dressed in yellow (pitambara) with a peacock feather tiara (moramukuta), 
singing and dancing with a group of damsels who carry musical instruments. The sky is 
overcast with heavy clouds. ü > 
While the sources for Vasanta and Hindola lie in seasonal festivals and rituals, the source 
for the ragachitra of Meghamalhara seems to hark back to classical literature and in poetic 
upama or similes. In Act V of the Mrchchhakatika of Südraka, Charudatta the hero compares 
the dark, stormy clouds to the body of Ke$ava. 


There rises forth a cloud, dark like the body of Ke$ava, forming an appearance of conches by means of 
the crooked lines of cranes, and having the (yellow) silken garment in the form of streaks of lighting. He 
is like the discus bearer himself. 


This crooked line of cranes, looking like conch-shells, appears in the paintings of 
Meghamalhara. The dusky bodied nayaka or hero in the yellow silken garment is veritably like 
the lightning in the sky. He is linked to Krsna. The chitrapada of Meghamalhara ragachitra, 
painted by Sahibdin is as follows: 
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मेघमल्हार 

श्रीरागरी रागणी 

xd | संखई चक्र देहि सरस सोजि बनि 

(सृतलम्बः) रागमल्हार प्रचण्ड मणि विद्युतति कञ्चुनि 


Meghamalharat, 

Sriragari ragani 

Duho samkhai chakra dehi’ sarasa soji bani 
(srtalambah”) ragamalhara prachanda mani 
Vidyutati" karichuni 


Comment: The doha is incomplete in the third line. The fourth pada is missing. 


Translation: Meghamalhàra, ragini of Sri raga dohà with conch-shell and discus, the 
simple body has become adorned. The bold raga Malhara is a jewel. The lightning is very 


golden... 


The ragachitra depicts a heavily overcast sky with dark clouds which have cast a shadow 
over the entire ground. Serpentine streaks of lightening flash across the sky and a crooked 
row of cranes appear to be flying hastily to their abode. Thunder appears to be rolling as is 
evident from the action of one of the peacocks that lifts up its head, as if crying out. In the 
foreground, a narrow strip is depicted as a stream with boulders and tufts of grass on its bank. 
The nayaka and ndyikd can be seen in the middle ground. The nayaka towers above the rest 
of the figures and is seen embracing the nayika. He is dark-skinned, wears a white chakdar 
diaphanous jama with peach pyjamas. He wears an embellished gold and white pataka and 
matching peach and yellow jutis. He wears a necklace and a crown both of gold and pearls. 
The ngyika wears peach and yellow garments and clings to the nayaka, perhaps, startled by 
thunder. The occasion, however, is of celebration of monsoon as two females flanking the 
nayaka and nayika sing and play the drum and the castanets. 

The chitrapada of the Gem Palace Meghamalhara ragachitra is as follows: 


Gem Palace Text: 
मेघमल्हाररागिणी 

TAAR जलवाहकाले | 
वामाङ्गसंशिष्टनितम्बनीक; | | 


* Duho is actually dohd or couplet, 
+ Meghamalara has been emended to Meghamalhara 
+ Dukra has been emended to chakra. 
$ Dahi has been emended to dehi. 
q Srtalambah does not make any sense and is probably in continuation with some text which has 
got lost. 
** Vidhurati has been emended to vidyutati. 
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वर्णन नीलः सुखगीतरक्तो। 
मल्हाररागः कथितो मुनीन्द्रैः । । 


Meghamalhararagini 
Nrtyanmayüre jalavahakale | 
Vamangasamsistanitambanikah | | 
Varnena nilah sukhagitarakto | 
Malhararagah kathitomunindraih || 


The metre is Upajati. 


Translation: During the rainy season when the peacocks are dancing, a beautiful damsel is 
clinging to his left side. He (who) is blue in colour, entertained by a pleasant song, that is 
Malhara raga described by the best of sages. 


There is a pun on the word ‘rakta’. In the literal sense, here it denotes entertainment or 
rañjana, i.e. ‘he is entertained by pleasant songs’. But rakta also indicates passion. 

The general format is very similar to the general pictorial layout of the ragas Vasanta and 
Hindola. The narrow foreground here, however, shows a river, possibly Yamuna. The body 
of water is depicted in a conventional manner. The waves are shown with a lightly painted 
basket-weave pattern and feature aquatic fauna and flora. The river is animated by the 
presence of ducks and lotuses, of the latter some are depicted as buds, some half open and 
others fully in bloom. The river bank is marked by clumps of grass and pretty flowers. The 
distant meadows show lilies. In the middle ground stands Krsna with the peacock feather 
crown, vaijayantimala, yellow silk garment and a diaphanous wrap. His clothes show a 
Mughal influence. His right hand holds peacock feathers and the left holds lotuses. Women 
wearing colourful and variegated garments and playing different musical instruments sing 
around him. The background has the typical mango, banana and palm trees as well as the 
peacock. The sky is heavily laden with clouds and a row of cranes may be seen flying. On close 
inspection, one can see the finely painted raindrops. 

Meghamalhara is further mentioned in the 18 century text RM? Here, the text describes 
Meghamalhara as a woman. She has dusky body, wears shining clothes like the lightning, and 
has tawny eyes and eyebrows that arch like the rainbow. The predominant iconography here, 


too, is that of rain. 
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ENDNOTES 
1. Mrchchhakatika of Südraka, edited by M.R. Kale, 1924 (Reprint, Delhi: Motilal Banarasidass, IONS. 
Act V, vs. 2-3. 
2. अथ मेघमल्हार द्वितीय राग सपरिवार भेद उदाहरन 
दोह्या 
सो(हि)त स्याम सरीर घन बसन सुदामिनि S 
कुंडल सोहत कान में कहि मलार इमि होति।। 
== 
स्वाम धन अंग रंग दामिनी दमक पट ऊरतार चोरा == मनि गन को। 
कुंडल श्रवन मुकुठाफल चमक चारू इंद्रधनु भह छवि पिंगल नयन को । 
आसन विचित्र पाक सो सोभावंत रंगलाल प्यारो पति रसिक SS 
पावस में राग रस बरसा Š बार बार देखोरो मल्हार सो उदार =a RM, 159. 
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Kakubha 


T he earliest reference to Kakubha ragini is found in the BD', where it is mentioned 
as a gramaraga along with its six bhágás. A reference to Kakubha is also made in the 


AP’. 


It is interesting that Sarangadeva, in the SRT”, refers to the Karuna rasa (pathos) for this 


rügini. He gives the autumn season for this ragini. 


Bharat Kala Bhavan Text: 
ककुभः 

पीतं वसाना*वसनं सुकेशी 

वने रुदन्ती पिकनाददूनां । 
विलोकयन्ती ककुभोऽतिभीता 
मूर्तिः प्रदिष्टाः ककुभा TATA । । 


Kakubhah 

Pitam vasana vasanam sukesi 

Vane rudanti pikanadadina | 
Vilokayanti Kakubho'tibhita 

Mürtih pradista Kakubha ityeyam || 


* Vasano has been emended to vasand. 

+ Rudanto has been emended to rudanti, dunah has been emended to diana. 
+ Vilokanyantah has been emended to vilokayanti. 

8 Pratistà has been emended to pradista. 

€ Srayoyah has been emended to ityeyam. 
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के fleret en पिकनादषन:बिलाकर्गतककजातित्रीत 


त्रिध्षविष्कक्रनाप्रयोर्थ11११ 


14.1 Kakubha Ragini, c. 1575 cE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/33 


The metre is Upajati. 


Translation: Wearing a yellow garment, with beautiful hair, (she) weeps in the woods made 
miserable by the call of the cuckoo, very frightened, Kakubha looks hither and thither. Thus 


has the image of Kakubha been ordained. 


In the rágachitra (pl. 14.1), the two trees function as inert signs or symbols to indicate an 
entire woodland. Furthermore, the absence of the ubiquitous urban architectural components 
(palace/mansion/chambers) indicates a non-domestic space. Were it not for the verse, it 
would be difficult to ascertain whether this was a forest or a garden. A minimalist approach 
by the artist is seen here. 

This folio has a close text-image co-ordination and the standard visual imagery of a lady 
in the forest has been maintained. The lady has been shown in between two trees indicating 
a forest. The tree to the left is incomplete evident by the fact that the artist had begun to draw 
a flower at the tip of one of the branches. In all probability, they first painted the branches, 
and then on the tip of each branch was drawn a flower and the leaves were filled in at the 
end. Kakubha ragini looks frightened as she is overlooking her shoulder to see if someone is 
behind her. While the text refers to the call of the cuckoo there is no visual manifestation of 
the same, probably since it is invisible to the eyes. Although the verse says pitamvasana, she 
is dressed as nilambara or nilavasáná, i.e. dressed in blue. She carries two flower sprays in her 
hands, which are, yet again incomplete with no flowers or buds on them. 

For Kakubha, however, the SD says "Her limbs are well developed; her body is adorned 
for love. She is moon-faced and carries a garland of champaka flowers. Her side-glances have 
infinite variety. The charming Kakubha bears a garland.” This is quite a different reading as 
it seems that she is setting out for a tryst. There is no cause for melancholy or fear here. This 
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does not seem to be the reading that the Gem Palace painting is based upon. In the SD, « 
very similar verse describes ragini Kamodi (not Kakubha) as “the yellow clad lady; beautifu! 
haired, weeping in the forest, made miserable by the call of the cuckoo, looking around hither 


thither in a very frightened manner. Kamodika remembers her lover.” 


Gem Palace Text: 
ककुभरागिणी 

पीतं वसाना वसनं सुकेशी 

वने रुदन्ती पिकनाददूना' । 
विलोकयन्ती ककुभो बिभीतां 
मूर्तिः प्रदिष्टां ककुभेति रागिणी । । 


Kakubhardgini 

Pitam vasdnd vasanam sukesi 

Vane rudanti pikanadadüna | 
Vilokayanti Kakubho bibhita 
Mürtih pradista Kakubheti ragini | | 


The metre is Upajati. 


Translation: Dressed in yellow garments and possessing beautiful hair, she weeps in the forest 
and is pained by the voice of the cuckoo. Looking hither and thither, Kakubha appears much 


frightened. The image of Kakubha is (thus) ordained. 


The earlier Mewari paintings had a specific formula. They were painted in urban settings 
with an architectural member and a clear differentiation of interior and exterior space. Here, 
in the Gem Palace painting (pl. 14.2), that formula has been diluted. There is no trace of any 
architecture. The scene is set within the backdrop of a landscape. It is purely an exterior space 
with rocks, water-body and trees all around, indicating a forest. The water-body is a narrow 
strip at the bottom as is the sky at the top, almost acting as borders. The middle ground and 
background are not clearly distinguishable and merge into one. The stream has a couple of 
swans, fish, lotuses and some other aquatic plants. The presence of the sun in the sky indicates 
the time of the day being morning. A variety of trees have been depicted such as banana, 
cypress, two different varieties of palms and some others. The cypress tree is the influence of 
Persian aesthetics seeping in through Mughal miniature painting. Peacocks are usually seen 
accompanying Kakubha ragini However, the forest is teeming with a number of species of 
fauna like the cranes and the monkeys. There are rocky cliffs in the background coloured 
variously, from pydzi pink to grays and browns, drawn and shaded in the Persian style. 


* Anusvara above ‘ka’ in pika causes chhandabhanga and hence has been removed to correct it. 

+ Nibhita does not make sense and must be a scribal error. It has been changed to bibhita, ie. 
‘frightened’. 

+ Prabhistà has been emended to pradista. 
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Kakubha ragini has been abandoned by her lover and finds herself alone in the forest. 
She is anxious, which is depicted by the fact that her feet point in one direction and her face 
in the other. She looks back in anxiety as in her heightened state of sensitivity she imagines 
someone behind her. She has been described as kataksini, someone who looks sideways from 
under her eyes anxiously. She is meant to be dressed in yellow (pitavasana) according to the 
text of the painting. Here too, she is depicted wearing kesari or saffron yellow garments. She 
holds a spray of flowers in her hand and is surrounded by peacocks. Interestingly, in the Bharat 
Kala Bhavan series, it is raga Malavasri who is accompanied by peacocks and not Kakubha. 

The lady is a picture of misery because in common parlance she has been ‘stood up’. She 
has been betrayed and is the khandita nayika. 

Kakubha is an ancient raga which finds prolific mention in the BD and SRT. As has been 
mentioned earlier, one may draw attention to the fact that SRT associates karuna rasa with 
this raga. In the Bharat Kala Bhavan and the Gem Palace folios, both the evocative mood of 
the iconography is the karuna rasa. The sthyayi bhava is unhappiness or sorrow. The álambana 
vibhava is the lover who has apparently abandoned her. The uddipana vibhava is the cry of the 
cuckoo. The vyabhichari bhavas are her fear and anxiety and anubhava are the tears. 


ENDNOTES 


— 


. BD, p.105, 117, 
, त्रिगुणा खंभावती च आभेरी ककुभा तथा। 


विरटी चैव सावेरी पडेता; पञ्चमे मता: । । AP 238.19. 
3. SRT. Il. 2.109. 


4. सुपोषिताङ्गी रतिमण्डिताङ्गी 

चन्द्रानना चम्पकदामयुक्ता | 

कटाक्षिणी स्यात्‌ परमा विचित्रा 

दामेन युक्ता ककुभा मनोज्ञा।। SD, Ragadhyaya, dhydna of v. 57. 
, पीतं वसाना वसनं सुकेशी 

चने रूदन्ती पिकनाददूना। 

विलोकयन्ती विदिशोऽतिभीता 

कामोदिका कान्तमनुस्मरन्ती।। Ibid., dhyana of v. 69. 
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Gaudi 


T he visual imagery of Kakubha and Gaudi are strikingly similar in the Gem Palace 
series. Except for some minor changes, the paintings appear identical, yet the textual 
iconography is as different as possible. Whereas Kakubha is described as anxious and 

fearful, Gaudi has a joyous and delightful disposition. 

The SPS gives a dhyana mantra for Gaudi and says that she wears yellow clothes, has 
fair complexion and has an elephant vehicle.' The RK says that Gaudi wears earrings of new 
mango blossoms, has a beautiful dusky body like the clouds and has a sweet voice like nectar. 
She is the one with much eagerness.” The RV describes Gaudi as such, “Her apparel is lustrous 
like the milky white ocean, she has a spontaneous beautiful laugh, and she is long armed and 
holds a snake canopy in her hand, Gaudi is fair and lotus eyed.” 

The Bharat Kala Bhavan series has two versions of this ragini, viz. Gaudi and Gauri. The 
chawand rágachitra has both the names, Gaudi and Gauri in one painting. The Gem Palace 
series has only the Gaudi ragachitra. It, however, also refers to Gauri. 


Bharat Kala Bhavan Text for Gaudi: 
गौडी 

अवचिनतकुसुमराशिः 

सुकुमवासा च कामिनी गौडी। 
चन्दनवनोपकण्ठे 

सुचूतकुसुमानि गृहणाति' । । 


* Gritanktiis a scribal error of grihanati. However, the verse, apparently reads it as grihanati, so as to 


complete the 15 matras of the 4" pada. 
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15.1 Gaudi Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/26 


Gaudi 

Avachinatakusumarasih 
Sukusumavasa cha kamini gaudi | 
Chandanavanopakanthe 
Suchiitakusumani grhanati || 


The metre is Arya. 


Translation: With a plucked heap of flowers and with a beautiful flowery abode (or with a 
beautiful flowery dress) the amorous one, Gaudi, gathers beautiful mango blossoms on the 
margin of the sandalwood forest. 


Bharat Kala Bhavan Text for Gauri: 
गौरीरागे 

आराममध्यजाता 
कुमारिकासुन्दरेन्दुमुखलक्ष्मी: | 
दधतीदाडिमबीजम्‌ 

कीरानानन्दयति' गौरी । । 


Gaurirage 

Aramamadhyajata 
Kumarikasundarendumukhalaksmih | 
Dadhatidadimabijam 
Kirananandayati Gauri! | 


* Ananadaya has been emended to nandyayati. 
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The metre is Arya. 


Translation: Born in the middle of a big garden, a maiden with her face radiant with the beauty 


of the moon, carrying the seeds of the pomegranate, Gauri playfully pleases the parrots. 


Are Gaudi and Gauri one raga pronounced differently or are they two separate ragas 
altogether? It seems that there was only one raga, which was referred to by both the names. 
In the Chawand ragachitra, there is only one painting, but both the names occur in the 
chitrapada. Interestingly, Bharat Kala Bhavan collection is the only known rdgachitra series 
with two such ragas. Perhaps, the Bharat Kala Bhavan series was an exception. In both these 
paintings, however, the grove is the focal point and the basic metaphor is that of the maiden 
in the grove plucking flowers. The underlying stress is on the fact that she is in an exotic grove, 
thus the flowers are celestial (to match the reference of suravrksa guchchham of the Chawand 
and Gem Palace series). 

In the painting titled ‘Gaudi, the ragini is shown seated on a carpet which possibly 
indicates a flower bed according to the text of the verse (pl. 15.1). She plucks a flower with her 
left hand while playing a vinà with the other hand. The musical instrument has no reference 
in the text. The text further mentions Gaudi to be at the edge of the sandalwood forest, yet 
the visual imagery shows an architectural member on her right and a cloth canopy above her 
giving it a more urban connotation. However, it is repeatedly noticed in the series that an 
architectural member or a couple of them in a painting is a part of the standard formula being 
followed, irrespective of their relevance in the text. This painting is more or less complete 
except for the flowering tree. 

Gauri rágini, on the other hand, is sitting on a rock in between two trees plucking 
pomegranate seeds (pl. 15.2). The pomegranate tree is unfinished. According to the text of 
the verse, she plucks the seed to feed a parrot. Visually, the bird hasn't been painted. Parrots 
were often domesticated though not necessarily caged. However, it is interesting to note that 
the sharply pointed nose of the ragini resembles the beak of a parrot. The two architectural 
members on either side have been painted intentionally here as the text refers to a garden. 
Gauri is said to be born in the middle of a big garden. 

By the beginning of the 17" century, there is a change in the depiction of Gaudi. Instead of 
a garden hemmed in between two architectural members, only the grove is shown. 


Chawand Text: 

निधाय पाणौ सुरवृक्षगुच्छम्‌ 
काँचीकलामण्डितमध्यभागा* | 
शुभ्राम्बरा धारणगौरकान्ति: 
गौरी सदा मोदकरी प्रदिष्टा।। 
गौडीरागिणी 


* Madhyabhagah has been emended to madhyabhaga. 
T Kantau has been emended to kantih. 
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15.2 Gauri Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/4 


Nidhaya panau suravrksaguchchham 
Karichikalamanditamadhyabhaga | 
Šubhrambara dhéranagaurakantih 
Gauri sada modakari pradistà |! 
Gaudiragint 


The metre is Upajati. 


Translation: Having held a bunch of (flowers of) the celestial tree, with the waist adorned by 
a girdle, with bright clothes, bearing a fair glow, always delightful is Gauri described. 


The rágini is referred to by both names Gaudi and Gauri. 

The painting is divided into three parts (pl. 15.3). The upper part is the standard sky-space 
of undulating blue clouds and an empty black space. The central space is covered with a rocky 
area with a cave perhaps ina forest. The forest landscape is suggested by four trees, two on each 
side of the mouth of the cave. On either side of the cave are niche like hollow spaces covered 
with foliage with two water pots inside exhibiting a somewhat domesticated appearance. 
Two peacocks are perched on these spaces with two tall trees behind them on both sides. 
The foreground is an extension of the middle ground with a peacock and two peahens. The 
hollowed out cave is depicted in red colour. The lady is seen in the centre standing outside the 
cave in a rather difficult posture as she is moving ahead but her face looks back. She is dressed 
in a red blouse, a yellow and white skirt and she is holding floral sprays. 

The textual and visual iconography of Gem Palace has been based on the Chawand 
ragachitra. In fact, the textual iconography is the same. 
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15.3 Gaudi Ragini, c. 1605 CE, Chawand, G.K. Kanoria Collection, @ Asian Art Archives, University of 
Minnesota, USA, Accession no. 1011069 


Gem Palace Text: 
गौडीरागिणी 

निधाय पाणौ सुरवृक्षगुच्छम्‌ 
काँचीकलामण्डितमध्यभागा' | 
शुभ्राम्बरा धारणगौरकान्ति: 
गौरी सदा मोदकरी प्रदिष्टा । | 


* Madhyabhagah has been emended to madhyabhaga. 


+ Kantihas been emended to kantih. 
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15.4 Gaudi Ragini, c. 1640 cr, Mewar © 
audi Ragini, c. 1640 CF, Mewar, Gem Palace Series, National Museum, New Delhi, Accessi 50.354/41 
4 , Accession no. 50. 
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Gaudiragint 

Nidhaya panau suravrksaguchchham 
Karchikalamanditamadhyabhaga | 
Subhrambara dhàranágaurakàntih 
Gauri sada modakari pradistà | | 


The metre is Upajati. 


Translation: Having held a bunch of (flowers of) the celestial tree, with the waist adorned by 
a girdle, with bright clothes, bearing a fair glow, always delightful is Gauri described. 


The depiction of Gaudi ragini is visually almost identical to that of Kakubha ragini in the 
Gem Palace series (pl. 15.4). There is a stream in the foreground, she walks in the forest and 
is surrounded by peacocks, ducks, monkeys and a variety of trees. She even wears clothes 
similar to Kakubha. The two pairs of cypress trees to the left of the painting are noteworthy 
as is the bright orange palm to her left. The palm tree is unusually coloured. It appears that 
the artist has simply replaced the orange kosam of the Kakubha ragachitra with the palm. It 
is apparent that compositionally Kakubha has been used as the basis for this painting and 
the artist has made minor changes to differentiate the two. He has added stones lining the 
stream at the bottom, inserted a few squirrels and birds and replaced the orange kosam with 
the orange palm. 

The background in this painting is quite lush and verdant unlike the usual topography 
of Rajasthan, a desert. The cliffs are retained but placed far away and are a mere suggestion. 
There are many small flowering shrubs arranged around her. One particular type that has 
blue and white flowers is noteworthy. These flowers look like lilies and at first glance may 
be considered a Persian or western influence, but actually they are the artist's attempt at 
depicting 'celestial' flowers (suravrksa guchchham). The attempt is to show her in a celestial 
grove, holding bunches of celestial flowers in her hand. 

The sky is depicted as half blue and half black. There is no sun in the sky since the artist 
here is trying to depict the evening hour. Another variation in this painting from the Kakubha 
folio is that the peacocks, instead of surrounding the nayika, have flown up to the trees and 
are nestled there as they usually do this in the evening time, so we have another indicator of 
the time of the day in the painting. 

In the AM, ‘Gaud? is called ‘Gauri’ and described as dusky limbed, brightly attired and 
softly smiling. She is in the middle of the grove playing the vind and singing songs of love. 

One common factor of Gaudi all across is a woman in a grove, either plucking flowers or 
laying out a bed of flowers. The inscription in the Bharat Kala Bhavan folio for Gaudi says “she 
plucks the beautiful flowers of the mango, near the sandalwood forest". Thus even here, the 


grove is an important metaphor. 
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ENDNOTES 


1. गौडी भाषा पीतवस्त्रा गौराङ्गी गजवाहना । SPS, 3.80. 
2. ।।ध्यानम्‌।। 
रसालनव्याङ्कुरकर्णपूरा कादम्बिनीश्यामलमञ्जुदेहा। 
पीयूषनिष्यन्दिमृदुस्वनाढ्या गौडीति युक्ताऽधिककौतुकेन।। 
।।इति गौडीः।। RK; 2.100. 
3. गौडी 
क्षीरोदभासिवासा सहजसुहासा प्रलम्बबाहुलता। 
करघृतसाहिच्छत्रा गौडी गौरी सरोजाक्षी।। 
गौडी; गौरी सरोजाक्षी क्षीरोदभासिवासा दुग्धसमुद्रवत्‌ शवेतवसना। सहजसुहासा प्रलम्बबाहुलता 
दीर्घतनुभुजा। करे धृतं साहिः सर्पयुक्तं छत्रं यया सा । । RV 5.193. 
4, अथ तृतीय गौरी लक्षन 
दोहा 
स्याम गात सुभ बेष धरि सकल गुननि की खान। 


बीन बजावै हाथ लै गौरी परम सुजान । । RM, v. 206. 
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Todi 


ne of the earliest references to Todi nigini is found in the SRT. It seems to have 

been a well developed raga by then, since two varieties of it are mentioned here, 

namely Chhàyà Todi and Turuska Todi. As the name suggests, the latter seems to be 
a contribution of Islamic invaders, the Turks. In the 15% century text SR, Todikà is said to be 
born of the Sudhha Şådava jati, Le. it is a gnimardga. It is employed in the Srhgdra rasa and in 
union with the beloved,’ 

From the RK, a distinct iconography of a woman in the forest with deer starts to form. 
Here, Todi is referred to as “the one whose limbs are delicate like the stalk of the white lotus, 
whose body is smeared with sandal paste, who entertains herself with a fawn in the forest, 
holds a vind in both her hands, is thus Todi.” 


Bharat Kala Bhavan Text: 
टोडीरागिणी' 
विचित्रपंकेरूहवकत्ररम्या 
कुरंगश्यावं' कनकाङ्करेण। 
प्रलोभयन्तीभ विपिनोपकण्ठे 
रोड़ीयेमिन्दीवरदामरम्या$।। 


* Toirdge has been emended to todinigini. 

+ Kurangasawin has been emended to Kururigsydvam to make it grammatically correct and for 
metrical propriety. 

i Pralambhayanti has been emended pralobhayanti. 

§ Midivara has been corrected to mindivara. 
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16.1 Todi Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/8 


Todiragini 
Vichitrapankeruhavaktraramyd 
Kurariga$ydvam kanakankurena | 
Pralobhayanti vipinopakanthe 


Todtyamamindivaradamaramyéa | | 
The metre is Upajati. 


Translation: With a face charming like a glorious lotus, enticing a young deer with a golden 
sprout in the margin of the forest, such is Todi who is made beautiful by a blue lotus garland. 


The textual iconography of the Bharat Kala Bhavan mentions that ragini Todi is feeding 
the fawns at the edge of the forest. In fact, Todi is seen moving about in the forest suggested by 
two incomplete trees and a banana tree (pl. 16.1). The visual imagery, however, is devoid of the 
deers or the fawns. Her posture is similar to Kakubha and Gaudi, wherein her body is frontal, 
her feet point towards the right and her head is directed to the left, a standard iconography 
for the lady in a forest. There is a lack of text image co-ordination. However, a close visual 
correspondence to the textual iconography of Todi is found in another folio in this series. In 
the folio titled Madhavi, the protagonist is shown holding a vind in her right hand and feeding 
the doe with her left hand, This is a very balanced composition with the lady in the centre and 
the combination of a black buck and a doe on both her sides. 

The consistent iconography follows even in the 17^ century text RV and SD. The RV says 
that rágini Todi has a vind with her; she is in the forest entertaining the fawns. She wears red 
clothes; she has adorned her limbs white which makes her look very fair. She is also gentle 
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in her speech.‘ The SD says that “she has a slender body which is radiant as the frost or the 
jasmine flower. Her body is smeared with saffron and camphor. She beguiles the deer in the 
outskirts of the forest carrying her vind, she is Todi who rules.” 


Gem Palace Text: 
टोडीरागिणी 
विचित्रपङ्केरूहरस्यवक्त्रा 
कुरंगश्यावं कलमाङ्कुरेण। 
प्रलोभयन्ती विपिनोपकण्ठे 
टोडीयमंभोरूहवाणरम्या'।। 


Todiragini 
Vichitrapankerüharasyavaktrà 
Kurangasyavam kalamankurena | 
Pralobhayanti vipinopakanthe 
Todiyamambhoruhavanaramyà | | 


The metre is Upajati. 


Translation: With a face delectable like a glorious Lotus, enticing a young deer with a shoot of 
rice in the margin of the forest, such is Todi. She is beautiful and holds a vind. 


The textual iconography and the visual imagery for ragini Todi is a standardized one 
in the Gem Palace folio (pl. 16.2). The careful planning of the pictorial space divides the 
painting into various horizontal registers. The foreground is the conventional stream teeming 
with aquatic flora and fauna and the topmost portion is the blue sky. The stream is lined 
by boulders which gives rise to the speculation that perhaps it is a river bank instead of a 
lake. The boulders are rendered in the Persian tradition. The most attractive or eye-catching 
feature of the painting is the bright yellow sun-filled ground in the middle. Just beyond it is 
a rocky cave with two temples serving the semantic purpose of indicating the presence of a 
village or a town nearby. The negative space around the cave is painted in black in an attempt 
to show distant landscape and also implies the artist's reluctance to dwell on it. 

In spite of being a very animated painting with a variety of plants, animals, birds and 
butterflies surrounding the ragini, there is compositional clarity, non-cluttering of space 
and no overcrowding. Todi, in the centre, is perfectly balanced by two palm trees of different 
varieties on her either side with a squirrel each, one climbing up and the other running down. 
There is a mango tree and another with pink blossoms at the extreme ends with exactly two 
birds on each. Even the delicate blue flowering shrub in the centre of the ground has two 
butterflies hovering around it. There are four deer surrounding her and are painted as close 


* अम्मोरूहेण वाणेन च रम्या इत्यर्थः Vana is a large harp, though the one shown in the painting is not 


large. 
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16.2 Todi Rágini, c. 1640 cE, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/15 
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to nature as possible. The black buck, which is the male of the species, has white under parts, 
including the insides of the legs and lower neck, as well as a white ring surrounding the eye, 
white highlights in the ear and a white chin. It has a slender build, a short tail and twisted 
horns. The one standing next to the buck is a doe or a hind, the female of the species, usually 
light brownish in colour, white patches on the under parts and the chin and no antlers or 
horns. The artist has meticulously noted each such detail. 

The young and beautiful Todi carries the two-gourd vind on her shoulder as she roams 
around the forest. She wears a short blue choli, a red printed ghagharà and a transparent 
golden odhani. She is heavily bejewelled with gold and pearl marigatikà which is hung from 
the forehead, pearl earrings, a pearl string, pearl armbands, gold bangles and gold anklets. 
Even the tassels hanging from her hair have pearl and gold embellishments. 

The presence of the temples and the deer both testify the fact that Todi wanders about at 
the edge of the forest. Deer, by nature, prefer to live in "edge" habitats and temples obviously 


corroborate the fact that habitation is close by. - 


ENDNOTES 
1 SRT,11.2.134. 
2 SR I1.2.Ragangopangapariksanam.100-102. 
3 ।।ध्यानम्‌।। 
मृणालकुन्देन्दुसमानगात्री विलिप्तदेहा हरिचन्दनेन । 
विनोदयन्ती विपिने कुरङ्ग तोडी विपञ्चीं दधती कराभ्याम्‌।। 
। इति तोडी । । RK, 2.134. 
4. कलितविपञ्ची विपिने लालितहरिणारूणाम्बरा हरिणी। 
धवलाङ्गरागरचना मृदुवचना भूषिता तोडी । । RV 5.180. 
5. तुषारकुन्दोज्जवलदेहयष्टिः 
काश्मीरकर्पूरविलिप्तदेहा। 
विनोदयन्ती हरिणं वनान्ते 
वीणाधरा राजति तोडिकेयम्‌ i SD, Ragadhyaya, dhyana on v. 54. 
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Gurjari 


urjari is an ancient melodic form and is said to be a vibhasa, born of the Pañchama 
raga.! The AP describes it as of the Bhairava family. By the 13^ century, based on 
regional variations, there were different forms of Gurjari that were sung. Sarhgadeva 
describes the four upárigas (subsidiary limbs, i.e. subsidiary melodic form), viz. Maharastra 
Gurjari, Saurastra Gurjari, Daksina Gurjari and Drávida-Gurjari? He gives their melodic 
structures which differ primarily on account of the differences of gámaka or musical 
ornament. It may be noted that all the four types of Gurjari are from West and South India, 
two from West and two from South. While Gurjari has been mentioned in earlier texts, the 
specific reference to Daksina Gurjari may be seen here. 
The SR refers to Gurjari as well as its four variations. It gives the melodic structure of 
Gurjari and then gives its dhyana, which is a religious and one of the earliest. 


Having gone near Sadjagrama, she is sung by those proficient in music for the adoration of Hari. She goes 
on a ram (vehicle), is in yellow garments, fair limbed and desired by some." 


The SR follows the tradition of SRT and also gives four variants of Gurjari, viz. Maharastra 
Gurjari, Saurastra Gurjari, Dravidi Gurjari and Daksinatya Gurj ari.’ Only the melodic structures 
are given. No ragadhyana for the regional varieties are given. 


One of the earliest secular ragadhyanas for Gurjari is seen in the RK, which is later applied 
to the paintings of Daksina Gurjari. 


The body like the blue lotus, one who has beautiful hair, on a beautiful bed with an array of sandalwood 
leaves, charmingly she makes orderly divisions of the srutis (microtones) and svaras (notes), being at 
ease with the lute, this is the beautiful Gurjari.* 
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17.1 Bangala Raga, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/36 


One clear fact is that she is proficient in music. The ‘patravalicharitalpa’ is important 
here. It seems to clearly allude to the vasakasajja nayika. 

The iconography of the RK is the one that adheres and is, hence, important. The verse of 
the Bharat Kala Bhavan series is based on the RK. 


Bharat Kala Bhavan Text: 
गुर्जरीरागः 
श्यामासुकेशामलयद्रुमाणाम्‌ 
मृदुल्लसन्पल्लवमुद्दहन्ती । 
सप्तस्वराणां दधती विभागम्‌ 
तन्त्रीसुखाद' दक्षिणगुर्जरीयम्‌। | 


Gurjariragah 
Syamasukes$amalayadrumanam 
Mrdullasanpallavamudvahanti | 
Saptasvarànàm dadhati vibhagam 
Tantrisukhaddaksinagurjariyam I | 


The metre is Upajati. 


Translation: Dusky, with beautiful hair, carrying the tender, shining leaf of the sandalwood 
trees, making the distinctions between the seven (musical) notes being at ease with the lute, 


such is Daksina Gurjari. 


* ‘Mukhat is a scribal error for ‘sukhat’. 
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The picture below this painting is a mismatch, because the scribe has erroneously put 
the text of Gurjari above Bangla rágal! There is an interchange between Bangala and Daksina 
Gurjari ragachitras, We have, therefore, to examine the painting below Bangala raga for the 
Gurjari image (pl. 17.1). It depicts a young woman seated near a tree. Though shown in a stylized 
manner one assumes that the sandalwood tree is indicated, The woman is shown bearing a 
leaf as indicated in the text. She is shown In a static manner, thought the text suggests that she 
is carrying the leaves to pile them and make a bed of leaves as is the nature of the vasakasajja 
nayika. The painting, however, does not seem to suggest this and is shown in a stereotyped 
manner with the redundant (to this theme) but formulaic room with the bed shown to the 
right. The painting, though, has not been left incomplete by the artist. 

The SD makes it quite clear that she is seated in ‘the midst of a bed of leaves’ and leaves 
one in no doubt that she is the vasakasajja nayika. 


श्यामा सुकेशी मलयद्रुमाणाम्‌ 
मृदुलसत्‌पल्लवतल्पमध्ये |. 
श्रुतिस्वराणां दधती विभागम्‌ 
तन्त्रीसुखा दक्षिणगुजरीयम्‌।।' 


Syamà sukesi Malayadrumandm 
Mrdulasatpallavatalpamadhye | 
Srutisvaranam dadhati vibhagam 
Tantrisukhà Daksinagurjariyam || 


The metre is Upajati. 


Translation: The dusky, beautiful haired one is in the midst of a bed of tender, shining leaves 
of the sandalwood trees, she distinguishes between the $rutis (microtones) and svaras (notes), 
being at ease with the lute, this is Daksina Gurjari. 


By the time of the Gem Palace painting, it may be observed that the textual iconography 


has evolved through almost a century. 


Gem Palace Text: 
दक्षिणगुर्जरीरागिणी 
श्यामासुकेशीमलयद्रुमाणां 
स्थिता लसत्पल्लवपुष्पजाते | 
श्रुतिस्वराणां' दधती विभागं 
तंत्रीसुखा दक्षिणगुर्जरीयम्‌।। 


* Sutesvaranam has been corrected to $rutisvardndm. 
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Daksinagurjariragint 
Syamasukesimalayadrumanam 
Sthità lasatpallavapuspajate | 
Srutisvardndm dadhati vibhagam 
Tantrisukhà Daksinagurjariyam || 


Translation: Dark, with beautiful hair, standing on a pile of bright flowers and leaves of the 
sandalwood tree, she distinguishes between the $rutis and svaras being at ease with the lute, 


such is Daksinagurjari. 


The lady seems to be in a forest, as she appears to be surrounded by dense vegetation 
(pl. 17.2). The text mentions sandalwood trees to create the ambience of the Southern 
region, as the raga is called Daksina Gurjari, i.e. Gurjari from the South. The trees depicted 
are formulaic — banana, mango, palm, kanera and an unidentified tree, perhaps put by the 
artist to indicate sandalwood. The Rajasthani artist is, however, not familiar with the southern 
sandalwood tree. The background is a rich, burnt sienna against which the dense foliage is 
shown. The banana tree, not really seen in forests, is shown both partially and fully as is typical 
of Mewari paintings. Birds and animals frolic amidst the trees. A peacock flies from a mango 
tree. Two monkeys, who are langüras, are also seen. The nayika is seen sitting cross-legged on 
a large boulder instead of a pile of leaves. She has a vind in hand, as indicated in the text. She is 
richly dressed, in bright colours like yellow odhani and floral patterned flame-coloured lower 
garment. Her blue blouse and yellow odhani have a pearl embroidered fringe. The woman 
wears heavy gold jewellery, particularly noticeable are her gold bangles. A lake is shown in the 
foreground. The water is shown in the basket-weave pattern. The lake abounds in flora and 
fauna - lotuses, fully blossoming and as buds are seen. The tigerfish is also depicted. The lady 
amidst the sandalwood trees with the vind is the iconography which continues even to the 
18% century as seen in the text of the RM. 


ENDNOTES 


1. गूर्जरी पञ्चमान्ता च गान्धारांशाल्पमध्यमा | 
घड्जमध्यमसंवाद: संपूर्णा नित्यमेव हि। | 
विभाषेयं समाख्याता संपूर्णा पञ्चमोद्धवा | BD, p.123. 
, भैरवी गुर्जरी चैव भाषा वेलावली तथा। 
कार्णाटी कलहंसा च षडेता भैरवे मता: | । AP 238.18. 
3. महाराष्ट्रगुर्जरी 
पञ्यमेनोज्किता मन्द्रतारनिषादा ताडितोत्सवे। 
गीयतामृषमन्तांशा महाराष्ट्री तु गुर्जरी । । 
इति महाराष्ट्रगुर्जरी 
सौराष्टरगुर्जरी 
गुर्जर्येव रिकम्प्रा स्यात्‌ सौराष्ट्री गुर्जरी। 


N 
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इति सौराष्ट्रगुर्जरी 

दक्षिणगुर्जरी 

दक्षिणा गुर्जरी कम्प्रमध्यमा ताडितेतरा।। 

इति दक्षिणगुर्जरी 

द्रविडगुर्जरी 

रिमन्द्रतारा स्फुरिता हर्षे द्राविडगुर्जरी 

इति द्रविडगुर्जरी। इति गुर्जर्युपाङ्गानि 

SR, IL. 2.Ragangopangapariksanam.135-137. 

अङ्गं पञ्चमघाडवस्य रिधभूयिष्ठा ग्रहांशर्षभा 

न्यासे मध्यमपेशला क्रषभतस्तारा सदा वा (ता) डिता। 
मन्द्रस्थानगमध्यमा शुचिरसे पूर्णस्वरा गूर्जरी 
षड्जग्राममुपेत्य गानकुशलैरगैया हरिप्रीतये । । 

मेषगा पीतवस्त्रा च गौरांगी कैरिचदिष्यते । । Ibid., 82-83. 
विपञ्चमा रिग्रहणांशमोक्षा मन्द्रसथनिर्गूर्जरिकोपदिष्टा। 
षड्जे महाराष्ट्रपदे नियुक्ता रसे (5)« वीररसे च सोक्ता | 
इयमेव रिकम्पाढ्या सौराष्ट्री गूर्जरी भवेत्‌।। 

द्राविडी गूर्जरी मन्द्रतारस्फुरितनिस्वरा।। 

गमन्द्रा दाक्षिणात्या स्यादुत्तरोत्तरताडिता | 1 Ibid, 135-139. 
इन्दीवरश्यामतनु: सुकेशी पाटीरपत्रावलिचारूतल्पा। 
्रुतिस्वरव्यूहविभागरम्या तन्त्रीसुखात्‌( ? ) मञ्जुलगुर्जरीयम्‌ | । RK, 2.92. 
SD, Ragadhyaya, dhyana of v. 80. 


, चंदन द्रुम तर बैठि कै लै कर बीन प्रबीन। 


सरस तान गावत तिया है गुजरी रसलीन।। 

यथा 

चिकने चिकुर चटकीले चारू पायन लौ मांजे मखतूल ते अधिक छवि छाई है। 
चंद दुति मंद होत जाको मुखचंद देखि चंदन के द्रुम तरै बैठी सुखदाई है। 

सब रसलीन कर बीन लै बजावत है गावत मधुर स्वर सांवरी सुहाई है। 


प्यारे रंगलाल जू के प्रेम पगी बाल वह गूजरी पहिर पग गूजरी सी आई है। । RM, 252-253. 
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Asavari 


A= ragini has one of the most consistent and unique iconography, viz. of a 

woman in a forest surrounded by snakes! In the Mewar depictions of the 16^ and 17^ 

enturies, she holds a snake in her hand too. The early texts to do not allude to it. The 
SR refers to Nagadhvani (snake tune),' but whether or not it is in any way connected to, or the 
progenitor of Asavari is impossible to say. 


One of the earliest depictions of this ragini is seen in the Bharat Kala Bhavan folio. 


Bharat Kala Bhavan Text: 
आसावरी 

श्रीखण्डशैलशिखरे च वरासिवासा' 
मातङ्गमौक्तिकलसद्युतहारवल्लीँ | 
आकृष्यचन्दनतरोः शबरी भुजञ्गी्म्‌' 
आसावरी वलयमञ्जुलनीलकान्ति: 1 | 


Asavari 
Srikhandaáailasikhare cha varasivasa 


* Vardhivase does not mean anything and seems to be a scribal error for vardsivdsd. 

T Inthe second pada maranga and dyüta are scribal errors for matañga and dyuta. 

३: The text has been emended from bhujañgama to bhujañgim which is consistent with the metre 
and meaning, 
The meaning of 'Sabari' in Monier William's Dictionary is that it is the name ‘of a wild mountaineer 
tribe in the Deccan. The image of sandalwood trees would fit in well with this. Monier Williams, 
A Sanskrit English Dictionary (London: Oxford University Press, 1956), 1052. 
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18.1 Asavari Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/35 


Matangamauktikalasadyutaharavalli | 
Akrsyachandanataroh $abart bhujañgim 


Asavari valayamafijulanilakantih | | 
The metre is Vasantatilaka. 


Translation: On the summit of the sandalwood mountain and dressed in thick (woven) cloth, 
(with) a shining necklace of ‘elephant’ beads (ivory), swaying hither and thither, having pulled 
out from the sandalwood tree the (female) serpent, Sabari (tribal woman) is Asavari who has 
the bangle's beautiful blue lustre. 


This ragachitra is one of the rare complete paintings of this set. Further, there is a most 
unusual, almost exotic text and visual depiction (pl. 18.1). The textual iconography is itself 
exotic and talks of a dark skinned Sabari tribal woman in a sandalwood forest, pulling out a 
snake from the tree. This text paves the way for this most unusual painting. There is a close 
text-image coordination in the painting. The woman is dark skinned, voluptuous, wearing 
tribal clothing. The presence of the two trees suggests an entire forest. The mottled patches 
of colours on which the woman sits indicates the mountain. In fact, such a treatment of the 
mountain is very similar to the type depicted in Jain Kalpasütra manuscripts.’ The odhani 
of the woman also shows similar affiliations, In fact, it is an unusual garment for the tribals 
to don. The artist seems to have been fascinated by the painting of the snakes. He has taken 
care to complete the colouring of the snakes. The colouring of the snakes has been done 
with charming ingenuity, by filling in cross-hatching. Even though the snakes are painted 


stylistically, they have a character of their own. 
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The 17" century Mewar paintings of Asavari carry forward the same textual iconography 
and basically the same visual iconography, except that the rendition becomes more 
sophisticated with the passage of time. 

The painting of Nisardi from the 1605 CE Chawand series is housed in the Victoria & 
Albert Museum (accession number: 1S.38-1953). It is interesting that the scribe had first 
started to write 'aksamálam kare..’ and then cancelled it, This is the beginning of the first 
pada of the ragachitra of Kamoda, and means ‘a rosary in the hand’ which just cannot be 
confused with the woman holding a snake in the hand!! One presumes that the scribe was 
quite unfamiliar with the Sanskrit language and was conversant only with the local language. 
He could, however, copy the Sanskrit text (although with mistakes). This also means that the 
Kamoda ragini folio must have been painted, but is now lost to us. 


Chawand Text: 

श्रीखंडशैलशिखरे परिसन्निविष्टा 
मातङ्गमौक्तिकचित्रोत्तमहारवल्ली' | 
आकृश्यां चन्दनतरोर्शबरी भुजङ्गीम्‌ः 
आसावरी मलयमञ्जुलनीलकान्तिः।। 
आसावरी रागिणी 


Srikhandasailasikhare parisannivista 
Matangamauktikachitrottamaharavalli | 
Akrsyachandanatarorsabari bhujangim 
Asavarimalayamafijulanilakantih || 
Asavari ragini 


The meter is Vasantatilaka. 


Translation: Seated on the summit of the sandalwood mountain, (wearing) a picturesque, 
excellent necklace of ‘elephant’ beads (ivory); the Sabari, having pulled out from the 
sandalwood tree a (she) serpent, Asavari has the beautiful, blue lustre of the Malaya 


mountains. 


The painting has a wonderful depiction of the forest with the Sabari or tribal woman 
seated in the centre (pl. 18.2). Actually, this central red ground is a ubiquitous component in 
most Mewar paintings of the early 17^ century. However, here it signifies the mouth of a cave 
on the summit of the mountains. She sits in the same pose as the Bharat Kala Bhavan nayika 


* The second pada has many scribal errors; 'chitotramháraval? has been corrected to 
‘chitrottamaharavallr, 

+ The first word of the third pada is misspelt and has been corrected to ‘akrsya’. 

+ Bhujangi cannot be in Nominative (prathama) and has been corrected to the Accusative case 
(dvitiya). 
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18.2 Asavari Ragini, c. 1605 cr, Chawand, Victoria and Albert Museum, London, Accession no. 18.38-1953 


holding the snake in her hands, except that her left leg is drawn in and the right extended. 
The Sabari is a petite, comely woman here, wearing a yellow choli (blouse), skirt of peacock 
feathers and a crisp, diaphanous white scarf — the latter element lending an urban touch 
to the otherwise tribal apparel. Her jewellery consists of red bangles with pom-poms and 
ivory jewellery of tribals. The mottled patches of rocks indicating mountains in the Bharat 
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Kala Bhavan folio have been transformed into mountains painted in the Persian tradition 
introduced through Mughal artists. Parrots and other birds fly about. A deer and a tiger can 
be spotted. A river with ducks can be seen in the foreground. The water is painted stylistically 
in the basket-weave pattern. This is typical of early Mewar and one can compare the water- 
ponds of the Chaurpaiichasika paintings with this. In this lyrical scene, however, the snakes 
entwined around the branches of the trees lend a strange disquiet. 

The peacock plume dress in Nisardi's painting becomes a standard feature of the pictorial 
iconography of Asavari and we find it incorporated even in the text of the SD. 

The following verse is given in the SD: 


श्रीखण्डशैलशिखरे शिखिपिच्छवस्त्रा 
मातङ्गमौक्तिकमनोहरहारवल्ली । 
आकृष्य चन्दनतरोरूरंग वहन्ती 
आशावरी वलयमञ्जुलनीलकान्तिः। P 


Srikhandasailasikhare sikhipichchhavastra 
Matangamauktikamanoharaharavalli | 
Akrsya chandanataroriranga vahanti 
A$dvari valayamafijulanilakantih || 


The metre is Vasantatilaka. 


Translation: On the summit of the sandalwood mountain, clad in peacock plumes, (wearing) 
a beautiful necklace of ‘elephant’ beads (ivory), having pulled out from the sandal-wood tree 
a snake and bearing it, that Asavari has the blue lustre of a beautiful bracelet. 

The significant point here is that from *varasivásd' of the Bharat Kala Bhavan, Asavari 
ragini is now described as ‘sikhipichchhavastra’. 

The Gem Palace Asavari ragini reverts back to the text of Nisardi. 


Gem Palace Text: 
आसावरीरागिणी' 
श्रीखंडशैलशिखरेपरिसन्निविष्टा 
मातङ्गमौक्तिकचित्रोत्तमहारवल्ली' । 
आकुष्यः॑ चन्दनतरोर्दधती भुजङ्गीम्‌$ 
आसावरी मलयमञ्जुलनीलकान्तिः।। 


* Asaragini should be Asavariragini. 
t Sikhandasaila sikhire is a mistake for Srikhandasailasikhare. 
+ Maktikachinottama is an error and should be mauktikachitrottama. 


§ Asasta is a scribal error for akrsya and bhujangi is grammatically incorrect and should be 
bhujangim. 
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Ragini, c. 1640 ce, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/37 
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Asdvariragini 
Srikhandagailasikhareparisannivistd 
Matangamauktikachitrottamaharavalli | 
Akrsya chandanatarordadhati bhujangim 
Asdvari malayamaiijulanilakàntih | | 


The metre is Vasantatilaka. 


Translation: Seated on the summit of the sandalwood mountain, (wearing) a picturesque, 
excellent necklace of ‘elephant’ beads (ivory), having pulled out from the sandalwood tree a 
(she) serpent and bearing (it), Asavari has the beautiful blue lustre of the Malaya mountains. 


The pictorial iconography of Asavari is quite developed here, the forest has snakes arising 
everywhere and the woman holds a snake (pl. 18.3). The painting with stylized, jagged forms 
of the mountains, variously tinted in shades of pink, lavender and grey are true to the Persian 
tradition of painting mountains. This tradition did not come directly to Mewar but came 
through the Mughal court. The folds of the mountains have tufts of grass and are outlined 
with gold, an attempt to adorn them on the part of the artist. Though the sandalwood trees 
are mentioned, the artist, it appears, is not familiar with them. Instead, the mango trees, apart 
from some others, can be clearly seen. The trees are, however, not laden with fruits or flowers 
but encircled with snakes. The black snakes with their imbricated bellies and poisonous fangs 
are naturalistically painted, as also their movements of coiling round the trees and crawling 
on the ground. They are everywhere! 

It is a strange but extraordinary scene, both terrifying and yet fascinating, a mixture of 
both the adbhuta rasa and the bhaydnaka. In the most natural of surroundings is laid out a 
most unnatural scene! 

The text mentions sandalwood trees and suggests the Malaya Mountains of South India. 
The artist, unfamiliar with the Southern mountains, attempts to make a different statement. 
There are two black-marble Sivalingas, possibly Nandi behind the mountains from which 
flows a stream which transforms into a big river in the foreground. 

The dark-skinned woman in the centre stands with a snake in her hand as mentioned 
in the text. Her dress is a curious mixture of the courtly Mughal and that of a forester. She is 
dressed in a peacock plume dress. However, the yellow chiiriddra and the diaphanous odhani 
draped demurely around her bespeaks the fashion of the courtly ladies of the times. She wears 
the ‘matarigamauktika hāravallī, the necklace of ivory beads. Perhaps, her armlets, bracelets, 
kanphüla or earrings, benda or forehead ornament and nathani or nose-ring are also of ivory. 

The Mewar school up to the mid-17* century, as stated before, does not portray the woman 
with any musical instrument. However, in the course of nearly a century we find a bind or a 
musical instrument sometimes introduced in the iconography. A Deccani, eighteenth century 
painting of this ragini is termed Jogia Asavari (18.4). It portrays a forest with a river, gold and 
blue sky. A woman plays a been (the musical instrument of snake charmers) and attracts 
snakes all around her. They even slide down trees and across the river to her. A Sufi saint with 
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Ragini, c. 1725 ce, Deccani (Hyderabad), Chhatrapati Shivaji Maharaj Vastu 


avari 


As 
Sangrahalaya, Mumbai, Accession no. 22.3302 


a 


18.4 Jogi 


a halo and wearing a Khirqa or patchwork robe, accompanied by a dog is listening to her. Was 
a form of Asavari, than, used for Sufi singing too? 
There is a Persian inscription in the painting which has been translated by me, it is as 
follows: 
Upper Part: 
Jogija Asavarai Ragini Sri raga ast 
Vakte — u yek wa nim pas-eruz bar-amadeh 
Va mikhwaanand surat-e-u 


Lower Part: 

In ast keh bar sang-e-kalaan nishasteh 

Zir-e darakht nagme mikonad 

Va maran az har su àmade mahv-e nagmeh -ye u shodehand. 


Translation: 

Upper Part: Jogià Asavari Ragini is Sri raga at the time that one and a half part of the day has 
risen and (they) sing her song. 

Lower Part: That is why she sits on a big rock under a tree and makes music while snakes from 
all directions have arisen and they have been astonished by her music. 


Is she then a yogini? This is borne out by the fact that an image of Ásàvari Ragini from 
Bijapur, occuring in a 1570-71 manuscript title Javahir al-Musiqat-i-Muhammadi, the rágini is 
identified as a yogini in the text as: *shal-i an misal-i jogin."* 


ENDNOTES 

1. नागध्वनिं तदुदभूतं षड्जन्यासग्रहांशकम्‌। 
धपत्यक्तं रसे dit शाङ्गिदेवः समादिशत्‌।। 
इति नागध्वनि:। SRT. 11.2.119. 

2. One may point out to similar depictions of Mount Meru in the Kalpasütra. When a Tirthankara is 
born, he is carried by Sakra to Mount Meru for his lustration. 

3. SD, Ragadhyaya, dhyana of v.75. 

4. Ragini Asavari, Javahir al-Musiqat-i-Muhammadi, Bijapur, c. 1570, The British Library, Or. 12857, 
folio 102r. The Javahir al-Musiqat-i-Muhammadi is an early Persian treatise on Hindustani music 
written at Bijapur by a Sufi Shaikh 'Abd al-Karim. 
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orngara Rasa 


Andhali | Madhumadhavi | Varati | Ramagiri | Kafi | Kalyana 
Velavali | Malavagauda | Pafichama | Sri | Dipaka | Lalita 
Vibhasa | Sorathi | Malavagri |Gunakari 


Dhanaár | Patmafijari 
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Andhali 


ndhàli is a very ancient melodic structure. The jati Andhri is one of the original 

eighteen jdtis belonging to the Gandharva system of music. Its very name suggests 

that it may have originated from Andhra or the southern region. Andhri was 
a madhyamagràma jati and was hexatonic in structure. By the time of Matanga, in the 
7" century CE, it was reduced to the status of a subordinate melodic structure or to the status 
of a vibhdsa. It is said that this vibhása was dear to the Kinnaras or celestial musicians? In 
fact, the name had changed from Andhri to Andháli. In the 13^ century, the SRT refers to it as 
a vibhása of grama-raga Suddhapaüchama. It further says that it was sung at the separation 
of lovers? In the 15" century, the SR, more or less, repeats the earlier tradition. However, 
a certain confusion prevails as the text calls Andhri a bhdsd and Andhilika a vibhdsa but 
both are derived from grama-raga Paiichama. The SR says that Andhri bhasé is dear to the 
kinnaras The Andhalika vibhasa is also derived from Pafichama. The SR quotes Yastika saying 
that it is sung in death? It gives the ragadhyana for Andhali visualising this melody to be “grey 
coloured, dressed in black and on a pig? 

The Bharat Kala Bhavan has a ragachitra of this melody. 


Bharat Kala Bhavan Text: 
अन्धावली 

लीलानिचोलं वपुषा वहन्ती। 
क्षणप्रभालक्षितगात्रयष्टि: 1 | 
तमालनीले तिमिरे चरन्ती। 
अन्धीरिकेयं दयितानुरागा।। 
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19.1 Andhali Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/18 


Andhavalt 

Lilanicholam vapusd vahanti | 
Ksanaprabhalaksitagatrayastih | | 
Tamálanile timire charanti | 
Andhirikeyam dayitanuraga* 


The metre is Upajati. 


Translation: Bearing a sportive wrap on her body, (by which) for a moment the lustre of her 
slender body is beheld, roaming about in the darkness which is inky as the tamala (trees), she 
is Andhirika, with love for her beloved. 


The verse suggests an abhisdrikd nayika. The painting shows a woman who has stepped 
out of her home to go somewhere, possibly a rendezvous with her lover (pl. 19.1). She seems 
to be rejoicing in the fact that she is to meet her lover as her arms are thrown upwards in a 
celebratory manner. A tree in the landscape may be suggestive of the tamála tree mentioned 
in the text. However, the night time is not indicated. But one may point out that this has not 
been done in any ragachitra of this series. It is possible that this iconography has played upon 
the word ‘Andhirika’ (for Andhali) echoing the word andherd or darkness in Hindi. 

The texts of the 16 and 17^ centuries do not give any rágadhyana for Andhali, and it 
gradually seems to have become extinct. The Gem Palace series does not have any ragachitra 
of Andhali. The verse is reflected in the chitrapada of Sahibdin's Madhumadhavi (pl. 20.1) and 
also partly in the Gem Palace text of this ragachitra (pl. 20.2). Both these ragachitras illustrate 
the abhisarika nayika. 


* Ragah has been emended to raga. 
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. NS (G.O.S ed.), 28.43; See also Pande, A Historical and Cultural Study of the Natyasastra of Bharata, 
pp. 206-209. 


. BD, pp. 123-124. 

. SRT, 11.2.152-153. 

. SR, 2.Gramaragadipariksanam. 872. 
. Ibid., 890-91. 

. Ibid., 2.Bhasargapariksanam.56-57. 
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Madhumadhavi 


adhumadhavi is not an ancient raga. In fact, textual iconography is not seen before 
the 17 century. However, the 16" century Bharat Kala Bhavan series has an early 


depiction of the ragachitra and chitrapada. 


Bharat Kala Bhavan Text: 
विशुद्धलक्ष्माजिनमध्यवर्ती 
कान्तः पवित्र: स्थविरातिशुभ्रः।' 


कुर्वत्कथां नारदतुम्बुर्वादयः 
श्रीमाधवाद्यर्मुनिभिः प्रदिष्टः । ।* 


Visuddhalaksmajinamadhyavarti 
Kantah pavitrah sthaviratiSubhrah | 
Kurvatkatham Naradatumburvadayah 
Srimadhavadyairmunibhih pradistah || 


Translation: Characterized or marked by being (placed) in the centre of a pure antelope 
skin, beautiful, pure, steady and very bright, Narada, Tumburu etc. are narrating the tale, Sri 
Madhava is thus described by the best of sages. 


* All the adjectives in the second pada have been put in the masculine gender to qualify the noun 
which is in the masculine gender. 

t ‘Tumburddyam’ is grammatically incorrect and has been emended to ‘tumburvadayah’ However, 
there is an extra syllable. 

t ‘Pratitah’ has been emended to ‘pradistah’. 
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20.1 Madhumadhavi Ragini, c. 1575 cE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/15 


The text and image do not construe. The painting, in fact, shows a lady with a vind standing 
flanked by an antelope on each side (pl. 20.1). Thus, instead of being seated on ‘antelope skin’ 
the artist has shown her standing between two antelopes! She is also flanked by two deer and 
two trees. One of the trees is a banana. The painting follows the textual iconography of Todi. 

The painting of Sahibdin in 1628 cr shows a dramatic change in both the textual and 
visual iconography. The chitrapada and its translation are given below. 


मधुमाधवी हिन्डोलरी' रागिणी 
नील निचोलं वपुषा वहन्ती 
चित्रप्रभा' लम्बितमाग्रभागे'। 
तमालतीरे तिमिरे चरन्ती 
प्रियानुरागा$ मधुमाधवीयम्‌।। 


Madhumadhavi hindolari ragint 
Nilam nicholam vapusa vahanti 
Chitraprabhalambitamagrabhage | 
Tamálatire timire charanti 
Priyánurágà Madhumadhaviyam || 


The metre is Upajati. 


* ‘Hindolar? is vernacular and should have actually been ‘hindolasya’. 

+ ‘Chhitraprabha’ does not make any sense and has been emended to 'chitraprabha: 
+ ‘Bhagi has been emended to ‘bhage: 

$ Priyánurüga' has been emended to the feminine gender 'priyanuraga: 
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Translation: Bearing on her body a blue wrap, which is of variegated lustre and hangs on the 
front side (of her body). In the dead of the night she roams about on the banks where there 
are tamala trees, with love for her beloved, she is Madhumadhavi. 


The chitra or the painting depicts a nayika wearing a blue ghagharà and a red odhani or 
wrap (pl. 20.2). While the wrap is not blue, it does hang from the front part of her body. She is 
feeding a peacock who symbolizes the lover. While prima facie, the painting does not clearly 


indicate an abhisára or rendezvous, the chitrapada clearly describes an abhisarika nayika. She 
wears a deep blue dress to mingle with the darkness of the night. She goes out in the dead of 


tamasi.' The former sets out for a rendezvous in moonlight and the latter on a dark, moonless 
night. The verse clearly states that she roams about in the dead of her night for the sake of 
her beloved. She, then, is the tamasi category of abhisarikà nayika. The UJN categorizes the 
abhisárikà according to the time of abhisara. The Rasamañjar? describes the following types 
of abhisárikà nayikas, viz. parakiyà abhisarika, jyotsnabhisa@rika and divasabhisarika. The 
footnote on verse 80 says that the tamisrabhisarika is published in the earlier Chowkhambha 
edition, and even quotes the verse there. However, the editor says that it is not found in the 
Manuscript, nor have Gopalabhatta and Parimal referred to it. However, it has been expounded 
by Ananta pandita, Nage$a and Visvesvara.' The jyotsnábhisárikà and divasabhisarika are the 
ndyikds who set out for rendezvous during moonlight and daylight respectively. 

The parkiyabhisarika also seems to set out for her rendezvous in the night and all contrary 
situations are right for her. "She is the friend of women who are eager for rendezvous, clouds 
are (like) the sun (for her), the night is day, darkness is light, the forest is the house and the 
incorrect path is the path (for her). 

This is much like the premábhisáriká of the Rasikapriyd. In the Asfandyikd chapter, the text 
refers to three types of abhisárikà ndyikds.’ Each had two types. There were premabhisarika 
(prachchhana and prakása) The first was the ndyikd who set out for rendezvous for the 
sake of love, premábhisárikà; the second because of her ego or pride, garvabhisarika and the 
third because of lust, kamábhisárikà. Each had the subtype of hidden meeting (prachchana 
abhisdra) or open meeting (prakasa abhisara). 

The náyikà in the painting seems to be the prachchhana premabhisarika’. The text says 
that when the nayaka questions the nayikd as to how she has come without being invited, she 
answers, the garland of dark clouds has summoned me. When asked, how did she see the path 
in such darkness, she answers, the lightning guided me. How did she walk on the path which 
meandered up and down fall of thorns and mud? She said, my impetuosity and elephant's gait 
rendered it pleasurable. Finally, he queried, in this dark, dreadful night, you are wandering 
alone, and she replied, no my soul mate, my love (was with me) helped me. 

This beautiful verse very aptly sums up the premabhisarika of the Madhumadhavi 
ragachitra. Dark clouds have gathered in the sky, which summon the nayikà to her lover, 
lightning flashes to be her guide in the dark night, her sakhi or friend tries to pull her hand 
and restrain her from going but her impetuosity and eagerness to go is great. Finally, the text 
itself says she wanders in the dark night because of love for her beloved. 
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20.3 Madhumadhavi Ragini, c. 1640 ce, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/14 


i91 CamScanner 


The centre space of Sahibdin’s painting has a decided verticality about it, marked by the 
tall straight building to the right of the viewer and the tall straight tree to the left. The lower 
storey of the mansion has the formulaic red walls with niches. There is a mehandi green tie- 
dye patterned counterpane spread below with a yellow bolster. The doorway appears as a 
split arch. In Udaipur City palace we see cusped split arches. The upper storey is ornamented 
with the kañgura motif. A projecting jharokhá is seen flanked by a pair of latticed windows. In 
fact, since $raigara rasa is the theme here, each component in the painting is shown in pairs, 
viz. two streaks of lightning, a pair of trees, a pair of red birds and a pair of white birds. The 
peacock here symbolizes the absent lover. 

The Gem Palace chitrapada of this rágini is incomplete. It only gives the first and fourth 
lines. 


Gem Palace Text: 
मधुमाधवी रागिणी 

नीलं निचोलं वपुषा वहन्ती 
प्रियानुरागा मधुमाधवीयम्‌। 


Madhumadhavi ragini 
Nilam nicholam vapusd vahanti 
Priyanuraga Madhumadhaviyam | 


The metre is Upajati. The verse has only two padas and is incomplete. 


Translation: Wearing on her body a dark-blue bodice, with love for her beloved, she is 
Madhumadhavi. 


The pictorial iconography seen in the Gem Palace ragachitra of Madhumadhavi (pl. 20.3) 
is similar to the one of Sahibdin. The foreground depicts the steps and pitchers. To the left is 
depicted the bedchamber of a palace, open to the viewer. There is a white and orange floral 
counterpane and yellow and blue striped bolster. The red wall behind is depicted with niches 
with wine bottles and a coffered door. To the right are two trees, the banana and the mango, 
shown in profile. Two earthen pitchers of waters are very typically placed below the trees, so 
that the water remains cool. A peacock perches on the mango tree. As mentioned before, the 
peacock symbolizes the lover. The nayika is caught between the restraining hand of her sakhi 
and her attraction to her lover and stepping out in the dark stormy night to meet him. It is 
interesting that the artist has taken care to paint her wearing a ‘nilam nicholam' or blue wrap. 
Raindrops falling and the serpentine streak of lightning are depicted by the artist. 
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ENDNOTES 
1. UJN, Nayikabheda, vs. 68-72. 
2. RSM, vs. 78-80. 
3. इतः पूर्व चौखम्बामुद्रिते- 
तमिस्त्राभिसारिका यथा- 
नाम्बुजैर्न कुमुदैरूपभेयं 
स्वैरिणीजनविलोचनयुग्मम्‌। 
नोदये दिनकरस्य न 3: 
केवले तमसि तस्य विकासः।। 
इत्यधिकःश्लोकः दृश्यते । अ. ब. स. संज्ञकेषु हस्तलेखेषु नोपलभ्यते । गोपालभट्टपरिमलामोदकारादिभिःनव्याख्यातः। किन्तु 
अनन्तपण्डितेन नागेशेन विश्वेश्वरेण च व्याख्यातः अस्ति । Ibid., p.209, fn. 1 on v. 80. 
4. Ibid, v. 78. 
5. Rasikapriyà of KeSavadasa, 1962 (Reprint, New Delhi: Publications Division, Information & 
Broadcasting Ministry, Govt. of India, 1994), 7.25. 


6. Ibid., 7.27-34. 
7. Ibid., 7.27. 
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Varati 


ne to be born of Bhinnapatchama. Bhinnapafichama was a grdmaraga, born of 
adhyama and Pafichami játis.? Varati, which is born of this gramaraga is sung in 

the context of $rrigára rasa. The AP also refers to Varati belonging to the Pafichama family.’ 
In fact, by the 13^ century, Varati had proliferated into a number of subsidiary melodies which 
are described as the upárigas of Varati. Six upángas have been enumerated by Sarngadeva, 
viz. Kauntali Varati, Dravidi Varati, Saindhavi Varati, Upasthana Varati, Hatasvara Varati and 
Pratapa Varati’, which are distinguished on the basis of their melodic structure. However, 
one may notice regional connotations too in the case of the first three. Snigara rasa has been 
mentioned for at least two of these, viz. Kauntali and Saindhavi Varati. In fact, the SR, also 
says that Varatika, born of Bhinnapafichama, is used in the kamadaivata rasa, i.e. $rngara 


N ncient texts speak of Varati being sung by vidyādharas or celestial beings.' It was 


rasa.“ The SR mentions the Varati as also its six updrigas, viz. Kauntali, Dravidi, Saindhavi, 
Apasthàna as well as Hasta Varati and Pratapa.’ The SR gives the details of melodic structures 
of all the six upangas°. Further more, it says that Saindhavi Varati is sung in $rrigára rasa. It 
also gives the dhyana of Saindhavi Varati as follows, “In red apparel, with a golden lustre, 
depending on the fish for a vehicle? The SPS mentions Varadi as one of the six bhasas of 
Pafichama. It says “Varadi is of different colours, she wears dark clothes and her vehicle is the 
camel.” 

The Bharat Kala Bhavan folio has two versions of Varadi or Virati; viz. Virati and Desi 
Virati. 
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21.1 Varati Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/24 


Bharat Kala Bhavan Text for Virati: 
विराटी 

विनोदयन्ती दयितं च गौरा 

सुकंकणा चामरचालनेन। 

कर्णे दधाना सुरवृक्षगुच्छं 

वराङ्गनेयं कथिता वराटी' । । 


Virati 

Vinodayanti dayitam cha gaura 
Sukarikanà chamarachdlanena | 
Karne dadhand suravrksaguchchham 
Varanganeyam kathità varati || 


The metre is Upajati. 
Translation: Pleasing her beloved by waving the fly-whisk, the fair one, with beautiful 
bracelets, bears in her ears a (flower) bunch of the celestial tree. Thus is said to be Varati, the 
excellent woman. 

The noble lady is seated outside, in the midst of two chambers (pl. 21.1). Her arms are put 


up in a languorous manner. This painting has been completed. 
A provincial variety of Varati or Varadi is also seen in the Bharat Kala Bhavan collection. 


* Varatih has been emended to Varati. 
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21.2 Gandhara Raga, c. 1575 cE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/17 


Bharat Kala Bhavan Text for Desivirati: 
देशीविराटी 

प्रारभमाणा समुंदनिद्रामा- 
लस्यधूर्णितसुनेत्रासुरता- । 

(र्धि)नि' दयिते ------ 

सा देशी च वराटिकाभयदाँ | | 


DeSivirati 

Prarabhamana sammudanidramà- 
lasyadhirnitasunetrasurata- 
(rthi)ni dayite 

Sa desi cha varatikabhayada 


There is an attempt at Upajati, but the verse is not complete. 
Translation: Having started upon a joyous sleep, the Beautiful-eyed one, rolls her eyes to and 
fro in a languorous manner, she longs for sexual intercourse with her beloved, (such is) Desi 


Varatika, one who protects........ 


The image is that of an ascetic and is a complete mismatch. Actually, the image has got 
interchanged with Gandhara raga (pl. 21.2). The images of Gandhara and Desivarati have got 


* Suratani has been emended to suratarthini. 
t Abhayadam has been emended to abhayada. 
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interchanged. That shows a languorous ndyikd under an awning reaching out to pluck leaves. 
The text explicitly refers to the nayika longing for intercourse and she seems to adopt various 
mannerisms to beguile her beloved. Could this be the suratavichitra nayika? 


Chawand text for Varati: 
विनोदयन्ती दयितं सुगौरी। 
सुकङ्कणा चामरचालनेन।। 
कर्णे दधाना सुरपुष्पगुच्छम्‌। 
वराङ्गनेयं कथिता वराडी।। 
विराडीरागिणी 


Vinodayanti dayityam’ sugauri | 
Sukankaná! chàmarachálanena || 
Karne dadhana surapuspaguchchham* | 
Varanganeyamb$ kathita varadi | | 
Viradiragint 


The metre is Upajati 


Translation: Pleasing her beloved by waving the flywhisk, the beautiful, fair-one with beautiful 
bracelets, bears in her ears a bunch of celestial flowers. She is said to be Varadi, the excellent 


woman. 


In this folio, the typical formulaic division of pictorial space is seen: a foreground, the sky 
and the centre space which is the scene of main action (pl. 21.3). The middle register shows 
the interior of a room of a mansion. It has an ornamental arch with a lotus bud fringe. This is 
further augmented by lotus buds shown on the spandrels. Above the eaves are three chhatris 
on the roof. The room itself has a bed with a blue-greenish counterpane with a yellow frill. 
There are two white bolsters on the bed. There is a coffered door which reaches right down as 
the red wall and floor are not shown separated from each other. 

There is a courtyard outside and the nayaka and nayikd are seated outside. There is an 
awning above them. The nayaka is seated in utkutasana. He is dressed in a white diaphanous 
jama and pyjama. The nayika is offering betel leaf rolls to him. The text says that the nayika is 
waving a flywhisk. However, in the picture, a female attendant is shown waving the flywhisk. 
In the foreground are water-pitchers and two caged birds. The typical Chawand sky, star- 
studded along with rolling clouds can be seen. 


* Vinodayanti has been emended to Vinodayanti and daytam has been emended to dayityam. 
t Sukamkana has been emended to sukamkana. 

£ Emendation has been done to puspaguchchham. 

§ Bararganeyàm has been emended to varanganeyam. 
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21.3 Vaniti Ragini, c. 1605 CE, Chawand, Museum Reitberg, Zurich, Accession no. RVII786 


The SD has a verse very similar to the Varati of Bharat Kala Bhavan and Chawand with 


only minor differences. It is as follows: 


विराटी 

विनोदयन्ती दयितं सुकेशी 
सुकंकणा चामरचालनेन। 
कर्णे दधाना सुरवृक्षपुष्पम्‌ 
वराङ्गनेयं कथिता quet i1" 


Virati 
Vinodayanti dayitam sukesi 
Sukankana chamarachalanena | 
a. t Karne dadhana suravrksapuspam 
€ Varanganeyam kathita varati l | 
4 à 
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= Pleasing her beloved by waving the fly-whisk, the Beautiful Haired one, with 
beautiful bracelets, bears on her ears a flower of the celestial tree, Thus is said to be Varati, the 


excellent woman. 


The text of the Gem Palace Varadi is almost the same as the Chawand Varati. 


Gem Palace Text: 


विनोदयंती दयितं सुगौरी 
सुकंकणी चामरचालनेन। 
कर्णे दधाना सुरपुष्पगुच्छम्‌' 
वराङ्गनेयं कथिता वराडी।। 


Varadiragini- 

Vinodayanti dayitam sugauri 
Sukankani chamarachalanena | 

Karne dadhànà surapuspaguchchham 
Varanganeyam kathita Varadi || 


The metre is Upajati. 


Translation: She, who is very fair and wears beautiful bracelets, is entertaining the beloved by 
waving the flywhisk. She is wearing a cluster of celestial flowers in her ears. This noblewoman 


is said to be Varadi. 


The verse is legibly and correctly inscribed and which does not have errors in the metre. 

The painting depicts a bedchamber and an adjoining balcony (pl. 21.4). The composition 
is of the type that depicts partial interior space and partial exterior space. The nayika sits 
here with arms upstretched provocatively, much in the way that it is depicted in the Bharat 
Kala Bhavan folio. Perhaps the nayika is practising seductive poses before the arrival of her 
lover. However, her legs are flung outward in a dramatic manner. A maid waves the fly-whisk 
over her. The text says that it is the n@yika who waves the fly-whisk over the nayaka. Since the 


lover has not yet arrived, one assumes that the playful nayika has planned this to amuse her 
male and female, are laid out on the bed which is 


lover. What is intriguing is that two puppets, 
act being practised 


covered with a counterpane with bold and bright motifs, Is this the sexual 
The text says she ‘entertains’ her lover, one presumes by various 


mistaken for a courtesan as she has been called 
one who indulges in an exotic way of 


by the use of these puppets? 
sort of dalliances. However, she is not to be 
a vardrigand, This suggests the suratavichitra náyikà, 
love-making. 


— K U< —əƏ ə H —ə —  . 
* Guchham has been corrected to guchchham. 
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The absence of the sun in the sky suggests evening time for this raga. This raga is not sung 


any more now. 


ENDNOTES 


1. वराटी चेति विख्याता गीता विद्याधरैः किल BD, p.129. 
2. मध्यमापञ्चमीजात्योः संजातो भिन्नपञ्चमः। | SRT, 11.2.82. 
3. धांशा षड्जग्रहन्यासा ममन्द्रा तारधैवता । । 
समेतरस्वरा गेया शृङ्गारे शार्ङ्गिंसंमता | Ibid., 11.2.85-86. 
4, त्रिगुणा खंभावती च आभेरी ककुभा तथा। 
विरटी चैव सावेरी षडेता: पञ्चमे मता: | | AP 238.19. 
5. SRT, 11.2.130-133. 
6. भिन्नपञ्चमभवा वराटिका तारधांशमृदुमा समस्वरा। 
सग्रहान्तपरिपृरितस्वरा, कामदैवतरसा नियुज्यते | 1 SR, IL2.Ragangopangapariksanam.104. 
7, कौन्तली द्रानि (वि) डी सैंधव्यपस्थानवराटिका | 
हतस्वरवराटी च प्रतापोपपदा तथा ।।६।। 
"Ufa मया सम्यक्‌ खाद्‌(ड्‌) "nmn: प्रकीर्तिताः Ibid., 2.2.6-7. For Suddha Varati, see also SR, 
Bhágángapariksanam.2.3.40. 
8. SR, IL2.Rágángopángapariksanam.123-132. 
9, TW स्यात्‌ सैन्धवी भूरिकृजदगान्धारोक्ता ट्राविडीवल्लभेन | | 
रक्तवस्त्रा च हेमाभा मीनवाहनमाश्रिता । । Ibid., 2.2.127-128. 
10. SPS, 3.99, 
. SD, Ragadhydya, dhyana of v.50. 
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Ramagiri 


R= referred to as Ramagiri, is said to be born of Vasanta in the AP! The SRT? 

and the SR? mention it briefly referring to its melodic structure. The SR gives an early 

igadhydna describing it as ‘on a swing, with fair limbs and adorned by the rod of the 
vinà.^ Both texts refer to it as Ramakrti. The SPS says that this melody is born of Vasanta.5 This 
text calls the raga as Ramagiri. The Gem Palace ragachitra also calls it Ramagiri. 


Bharat Kala Bhavan text: 
रामकरी 

लीलानिचोलं वपुषा वहन्ती 
स्वर्ण(प्रभा) भासुरभूषणा' च। 
कान्तापा'दोपान्तमधः स्थितोऽपि 
मानोन्नता रामकरी WASA । । 


Ramakari 

Lilanicholam vapusà vahanti 
Svarna(prabha)bhdsurabhisana cha | 
Kantdpadopantamadhah sthito’pi 
Manonnata Ramakari pradista || 


The metre is Upajati. 


* Prabha, which had been omitted, has been added to complete the metre and the meaning. 
+ Pado has been emended to pado, 


t Münyonità has been emended to manonnata. Pravistd has been emended to pradistà. 
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22.1 Ramakari Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/11 


Translation: Wearing a sportive bodice on her body, she who is bedecked with ornaments 
scintillating with (the lustre of) gold, also he stands below (her), bending at the foot of his 
beloved, Ramakari is described as manonnata or haughty. 


This is one of the complete paintings of the Bharat Kala Bhavan set. The text and image 
coordinate well (pl. 22.1). The nayaka and nayika sit outside, with a bedchamber to either 
side, flanking them. The nayikà is a manonnata nayika, i.e. an arrogant beloved. She has her 
lover sitting at her feet, trying to appease her. Bhoja in his SKB classifies nayikas also according 
to their pride or mana®. The nayikd here is the udhattamana type, Le. manonnata (mana + 
unnata) type. This is the one whose mana or pride is very much increased. 

The SD also describes a manonnatd nayikd. The lover is mentioned as near her, though 
not specifically at her feet. It says, “She has the lustre of gold and her ornaments are glittering. 
She is bearing on her body a blue bodice, on her lover being near she has a mellifluous voice, 


Rámakiri . x. da 
ri, the arrogant one, is thus ordained. 


Gem Palace Text: 
रामगिरिरागिणी* 
स्वर्णप्रभाभास्वरभूषणा चां 

नीलं निचोलं सुतनौ वहन्ती* | 
कान्ते पादोपा(न)तमधिष्ठितेऽपिः 
मानोन्नता रामगिरी प्रदिष्टा । । 


* Raganihas been emended to rügini. 

+ Vasvara has been corrected to bhasvara. 
+ Bahantih has been emended to vahanti. 
§ Padopata is padopanta, sti is sthi. 
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Ramagiriragint 
Svarnaprabhabhasvarabhiisana cha 
Nilam nicholam sutanau vahanti | 
Kante pàdopá(na)tamadhisthite'pi 
Manonnatd Ramagiri pradista || 


The metre is Upajati. 


Translation: With her ornaments scintillating with the lustre of gold, wearing a dark-blue 
bodice on her beautiful body, with her lover standing near her foot, such is the mdnonnatd, 
described as Ramagiri. 


The chitrapada and the chitra construe well (pl. 22.2). The mdnonnatd ndyikd is seated 
in her chamber, with a betel leaf in her hand and head turned away from the nayaka. He has 
come from outside, as indicated by his slippers left outside. He climbs up the steps to the 
elevated chamber and dares to come only to the threshold. He sits kneeling at the feet of the 
nayika, trying to appease her, but she does not look at him. 

This is the classic situation wherein the ndyikd is in a wrathful mood and the nayaka 
bends over, literally and figuratively to appease her. The yaksa in Meghadüta, with a mineral 
chalk, draws himself prostate on his feet begging forgiveness of his beloved. Though his 
wife is angry because he is away, generally such extreme modes of forgiveness are sought 
only after the lover has indulged in some indiscretion. A more typical situation is seen in the 
Vikramorvastyam, where the queen discovers Urvasi's love letter addressed to the king. He 
begs forgiveness by falling on his feet.? The Amarusatakam also describes this situation when 
the erring husband falls to the feet of his wife, who appears a manint as her pride has been 
offended.” 

The pictorial space is divided into the three usual zones. The foreground has the garden 
with steps which lead to a door upstairs and thence to the bed chamber. A pillared corridor 
leading to the upper terrace and balconies above may be seen. The profile of a banana tree, a 
mango tree and a flowering shrub may be seen. Two exotic and beautiful birds are painstakingly 
painted on the mango tree. The mustard strip of the text above has been encroached upon 
by the artist to adjust the elaborate marble architecture. This has made it difficult for the 
scribe to adjust his chitrapada in the uneven and limited space and the verse intrudes into 
the painting. 

A maid is heading towards the room with the betel-rolls. The nayaka can be seen in a 
gheradara white jama, with a patterned ochre and black pataka (sash) and striped pyjama of 
matching colours. The conventional sweat patches may be seen in the underarms, which are 
influenced by Mughal miniature paintings but executed with considerably less subtlety. He 
wears elegant jewellery, a typical Rajasthani tie and dye red and yellow turban with a plume 
and has fine whiskers and moustaches. The nayika wears a resplendent yellow ghaghara and 
fine jewellery but does not wear a ‘blue’ bodice. The RM also describes the arrogant Ramakari 
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whose beloved is at her feet, trying to appease her." This raga is now sung as Ramakali which 


was the name known in the Sarigita Damodara also. 


ENDNOTES 


1. हिन्दोला कोसिका रामगिरिश्चपदाञ्जरी | 
गुडग्रीबाऽथ देशाख्या-संवदन्ति वसन्तजा : । 1 AB 238.17. 
. SRT, IL2.127, 
. SR, IL2.Ragangopangapariksanam, vs. 17,19. 
. Ibid, IL3.Bhasangapariksanam, v. 114. 
SPS, 3.86. 
. SKB, 5.112. 
ध्यानम्‌ 
हेमाप्रभा भासुरभूषणा च 
नीलं निचोलं वपुषा वहन्ती i 
कान्ते समीपे कमनीयकण्ठा 
मानोन्नता रामकिरी मतेयम्‌ । | SD, Ragadhyaya, dhyana of v. 60. 
. Meghadütà of Kalidasa, edited and translated by M.R. Kale (Delhi: Motilal Banarasidass, 1969), 
Uttaramegha, 45. 
Vikramorvasiyam of Kalidasa, edited by Ramabhilasha Tripathi (Delhi: Motilal Banarasidas, 1980), 
2.21. 
10. Amarugatakam, edited by Pradyumna Pande (Varanasi: Chowkhambha, 2000), 34. 
11. पायन पर कर जोर जुग प्रीतम करि अनुहारी । 
रामकरी मानत नही गरबीली सुकुमारी । । RM, 122. 
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Kafi 


K: does not find mention in the ancient texts. In fact, even the 16" — early 17^ century 
texts are strangely silent about it. The Gem Palace ragachitra is one of the early 


epictions. 


Gem Palace Text: 

राग काफी 

उ(प)' चितकुसुमराशिः। 

संवदति* कुसुमदामकमनीयर्म्‌ | 

sp च योपकण्ठे* 

सुगीतरागिणी काफी अतिचरित्रगती।। 


Raga kaft 

Upachitakusumarasih 

Sarivadati kusumadamakamaniyam | 
Vyajanam cha yopakanthe 
Sugitaragini kafi aticharitragatt | | 


* Uchita is upachita. 

t Rasiis rasih. 

+ Sarivaditi is corrected to samvadati. 

§ Kusam is kusum. 

€ Viana is Hindi and has been corrected to vyajanam. 
** Nopayakantho has been corrected to yopakantho. 
tt Surita is sugita. 
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Translation: Having collected a heap of flowers, she is conversing with one (man) who is 
attractive due to a garland of flowers. A female nearby is waving a fan. Such is the well-sung 


Kafi ragini, which has a quick-song movement. 


The verse is very difficult to decipher as it is most incorrectly written. Also, it does not 
have any clear metrical structure. The first three lines are nearest to an Arya - the first pada 
has one matra less, the second pada has an irregular third gana and the fourth pada is too 
long. The poet seems to be attempting an Ary, but in the last line, aticharitragati could be 
part of a doha. This premise is strengthened by the fact that the word vijana is Hindi (not 
Sanskrit) and suggests the intervention of a doha. 

The painting depicts a single room open to view (pl. 23.1). It is capped by a vaulted 
superstructure with two finials. Two peacocks are perched on the roof. The marble structure 
stands neara garden which is evident by the thicket of trees in the upper register. The centre of 
the room is occupied by an aristocratic woman dressed in a patterned cobalt blue ghaghara, 
yellow choli and transparent red odhani. She sits on a greenish-ochre carpet with a floral red 
border. She is about to partake a betel-leaf. Following the text, a female attendant stands 
nearby waving the fan. Further, the text mentions an attractive man, wearing a garland of 
flowers, who is also seen besides her, perhaps relating something. He seems to be the nayaka. 
The náyikà, however, seems to quite dominate him. She appears to be the svadhinabhartrka 
ndyikd who has complete control over her husband. The foreground shows the typical steps 
leading to the bedchamber and the usual garden with plants and water-pots kept outside for 
cooling. 

RM talks of the “nayika sitting at ajharokhd window with her arm round her friend. From 
thence, she looks at her handsome beloved which creates the evocative mood for Kafi.” 


ENDNOTES 


1. अलि गर डारि भुजानिको बैठि झरोखा बीच। 
निरखत पिय के रूप को काफी हित रस सीच । | RM, 356. By this time, ragas are seen with wives, sons and 
daughters-in-law. Kafi belongs to the putra-vadhü or daughter-in law category. 
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Kalyana 


Ke is a popular raga in modern times. It, however, does not appear to be an ancient 
raga and seems to have evolved during the medieval period. 

An early ragadhyana is seen in the RK of the 16" century. It says: “Bearing the 
sword in hand, and tilaka (auspicious mark) on forehead, the fierce one, having entered the 
battle is of ruddy complexion, decked with gold, the sage has thus prescribed the Kalyana 
raga"! 

This image of a powerful warrior is supplanted by that of a king dressed in white wearing 
a garland (or gem string) by the 17* century. Thus, the RV says: “With a (royal) canopy and fly 
whisk, pure, with betel roll, turban and garland, Kalyana is a king, dressed in white and seated 
on a throne.” 

A ragachitra of Kalyana was painted by Sahibdin, its chitrapada is as follows: 


Sahibdin Text: 


कामरूप कल्याण को कोकिल अति सुरिपान 
अखाड़ो आगे रहयो लेत विनती की तान। 


Kamaripa kalyana ko kokila ati suripana 
Akhado age rahyo leta vinati ki tana 


Translation: Kalyana has a cupid like form, is very melodious like the cuckoo, always remains in 
the forefront in the arena and is able to take (perform) a modest tana (a technical component 
of classical Indian music). 
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What is suggested here is that Kalyana has an impressive personality - handsome, 
melodious, valourous and has yet a modest deportment. 

The ragachitra depicts an aristocrat, dressed in white, with a turban, mdldvdn or wearing a 
gemstring (pl. 24.1). The jama is a gheradara jama depicting Jahangiri fashion. A crude version 
of the perspiration patches of the jama, seen at the armpits, is reminiscent of the Mughal 
School. This had become almost formulaic in the Mewar tradition by now. He, however, does 
not appear to be a royal personage as there is no chhatra or royal canopy or chamara, i.e. fly 
whisk. There is only an attendant waiving a piece of cloth as a fan. The aristocrat's wife sits 
in a mannered pose in a purple bandhe) (tie and dye) ghaghard and a red coloured choli and 
odhani. This painting seems to be incomplete. It appears as if the couple is witnessing some 
performance. However, the space in front depicts only a candle and a niche which has been 
drawn but not coloured. This central register is bordered by musicians and dancers at the 
bottom and an inscription at the top. 

The Gem Place ragachitra has a somewhat different textual iconography. However, the 
visual iconography seems to reflect the RV text. 


Gem Palace Text: 
कल्याणरागिणी- 

कन्दर्परूप; पिकनादयुक्तः 
संगीतशास्त्रै सततप्रवीण: | 
नितंबिनी नर्तनलोकनोत्कः 
कल्याण एष प्रथितः esr: 


Kalyanaragini- 

Kandarparüpah pikanddayuktah 
Sangitasastre satatapravinah | 
Nitambini nartanalokanotkah 
Kalyana esa prathitah kavindrah || 


The metre is Upajati. The verse is legibly and correctly written. 


Translation: With the form of the god of love (i.e. beautiful form), along with the note of the 
kokila (i.e. melodious), ever proficient in the science of music, eager to watch the dance of a 
beautiful (with beautiful hips) woman, Kalyana is famous as the chief of poets. 


This painting is quite different from the others in the set (pl. 24.2). The main scene is that 
of a well-cultivated garden. There are flowers here and there, three trees bordering it and a 
fountain in the front. The view of a single room of a palace is seen in the backdrop. A prince, 
elegantly dressed, is seen in the centre foreground. A woman stands in front of him offering 
betel leaves. 

It seems that part of the image reflects the prescriptions of the RV. Though not shown 
with canopy and fly-whisk, it is easy to see that he is a royal personage. He wears the white 
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dress and the ratnamálà as ordained in RV. He holds the sword in hand and is decked with 
gold as ordained by the RK. The Gem Palace text itself describes him as handsome, melodious, 
poet and a connoisseur of music and dance. The painting extolls the nayaka. 

The Mughal influence is distinct in this painting. This is particularly seen in the attire 
of the prince. His white gheradara jama, with zari on borders and pleats and its diaphanous 
fabric, pearl string interspersed with emeralds and rubies, elegant plumed turban seem to be 
inspired by the several elegantly dressed portraits of the Mughal kings, especially Jehangir. 

The laying of gardens as a characteristic feature of Mughal architectural planning seems 
to have inspired the well-laid out garden in the central space of the painting. The strong 
presence of a banana tree is, however, true to the indigenous style of painting. 


ENDNOTES 
1. करे कृपाणं तिलकं ललाटे धत्ते प्रविष्ट; समरे प्रचण्डः। 
आरक्तवर्णस्तपनीयभूषः कल्याणरागो मुनिना प्रदिष्टः | । RK, 2.164. 
2. सच्छत्रचामरोऽच्छस्ताम्बूली मौलिरलमालावान्‌। 
कल्याणः सितवासा राजा सिंहासनासीनः।। RV, 5.200. 
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Velavali 


T he AP refers to Velavali as a bhasa of Bhairava. The SRT, further enumerates the four 
upangas (subsidiary melodic forms) of Velavali? These are Bhuchchhi, employed in 
love in separation or vipralambha $rrigára?, Khambhaiti or Khambavati said to be used 

for $rigára*, Chhayavelavali® and Pratapavelavali®, The SR also gives four varities of Velavali, 

viz. Bhuchchhi, Stambhatirthika, Chhayavelavali and Pratapavelavali.’ It is interesting that 

Khambavati is replaced by Stambhatirthikà.* The SR also refers to Velavali as bhasanga.° 

One of the earliest secular iconography is seen in the RK. It is as follows: “She, having 
kept the rendezvous with her beloved, bearing (on her body) glittering gold ornaments, she 
remembers Smara, the god of love, as if she were the beloved of Smara, Velavali shines with a 
dusky body"? 

This, then, becomes the basic iconography of Velavali, viz. a woman who has fixed a 
rendezvous with her lover. She is dusky, bedecked with ornaments and repeatedly remembers 
Smara, the god of love. 

The Bharat Kala Bhavan folio has almost the same verse. 


Bharat Kala Bhavan Text: 
वेलावल 

संकेतदक्षा' दयि (ताय दत्त्वा)' । 
वितन्वती भूषणमंगयष्टौ | | 

मुहुः सुमत्ता सुविमृष्टदेवो | 
विलावलोऽयं सुतमालकान्ति; । | 


* Daksam is grammatically incorrect and has been emended to daksa. 
+ Dayitam has been corrected to dayitaya. This part of the verse is quite incoherent and has been 
emended here. Chalacha is meaningless and has been emended to dattva. 
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25.1 Velavali Ragini, c. 1575 cE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/14 


Velavala Ragini 

Sanketadaksa dayi (taya dattva) | 
Vitanvati bhisanamangayastau | | 
Muhuh sumattà suvimrstadevo | 
Vilavalo'yam sutamalakantih | | 


The metre is Upajati. 


Translation: She, who is skillful in rendezvous, having indicated to the lover (the place of 
tryst), distributing the ornaments on her slender body, repeatedly the well-intoxicated one 
ponders well over her chosen lord, this is Vilavala with the lustre of the beautiful tamala 


tree. 


There isa basic confusion in the verse. The first three lines speak of the protagonist in the 
feminine gender and the last line is in masculine gender! 

While the textual iconography remains almost the same, the Bharat Kala Bhavan painting 
introduces another element in the pictorial iconography, viz. a woman looking into the mirror 
adorning herself (pl. 25.1). The ndyikd is seated on a carpet under an awning. She is flanked 
by a chamber to either side, The dusky nayikà is looking into the mirror wearing her earrings 
Her reflection is seen in the mirror. She is an abhisárikà nayika who is adorning herself before 
setting out on a love-tryst. 

The SD has a similar verse: "Having given the lover (a message for the tryst) distributing 
the ornaments on her body, recalling repeatedly her chosen god of love, (such) is Velavali with 
the lustre of a blue lotus"? 

A similar verse and pictorial iconography is seen in the Gem Palace painting. 
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Gem Palace Text: 
विलावल रागिणी। 

संकेतदक्षा' दयितस्य दत्त्वा। 
वितन्वती भूषणमंगयष्टौ। । 
मुहुः स्मरन्तीस्मरमिष्टदेवम्‌। 
विलावली नीलसरोजकान्तिः। । 


Vilavala Ragini 

Sanketadaksà dayitasya dattvd | 
Vitanvati bhiisanamarigayastau || 
Muhuh smarantismaramistadevam | 
Vilàvali nilasarojakantih || 


The metre is Upajati. 


Translation: She who is skillful in rendezvous, having indicated to her lover (the place of 
tryst), distributing the ornaments on her slender body, recalling repeatedly her chosen god of 
love, (such) is Vilavali with the lustre of a blue lotus. 


The painting shows the ndyikd seated in a palatial mansion (pl. 25.2). She is depicted 
with the ‘hue of a blue lotus’, basically as dark-skinned. She is looking into a mirror and 
adorning herself. Her reflection is seen in the mirror which her maid is holding up for her. An 
attendant stands outside in the portico with betel-leaves. Chewing betel-leaves was part of 
the sixteen adornments of a woman. The betel-leaves stained the lips red and gave a pleasant 
fragrance to the mouth. Just as she steps outside, while going to meet her lover, she would 
partake of the betel-leaves. The ndyikd seems to be the abhisdrikd going to meet her lover. She 
is adorning herself prior to that. Sixteen adornments (solah $rrigára) have been enumerated 
in the Rasikapriya. They are ablutions of various types, bath, fresh garments, braiding the 
hair, using cosmetics for make-up, applying sindüra (vermillion) in the parting of the hair, 
painting ornaments on the brows and cheeks, anointing the limbs and palms, adorning with 
flowers and ornaments, chewing betel leaves and putting collyrium in the eyes. The nayika is 
apparently undertaking all the sixteen adornments before going to meet her lover. 

The upper register depicts the upper part of the building, It shows a domed chamber with 
a jharokhà. The dome intrudes into the mustard chitrapada. Possibly, behind this chamber is 
a pillared passage with low domes. Floral and other designs ornament the cornice of the roof. 
A banana tree in profile, stylized floral plants and an orange coloured tree with a peacock 
majestically perched on it is seen. A finely painted flying bird is also seen. An animated sun is 
shown indicating morning time. The garden in the foreground depicts the usual steps, water- 
pitchers and flowering plants. A squirrel seated on the ground adds a quaint effect. 


* Naksam has been emended to daksa. 
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ENDNOTES 


AP, 238.18. 

SRT, 11.2.137-140. 

Ibid., 137-138, 

Ibid., 138-139. It is interesting that Khambhavati is termed as an upariga here. It is even more 


curious that it should have $rrigara attributed to it. However, this is seen in bhakti or devotional 
songs sometimes, 


. Ibid., 11.2.138-139. 

. Ibid., 11.2.139-140. 

. SR, II.2.Ragangopangapariksanam, 140-147. 
. 100. 144. 

. SR, IL2.Ragangopangapariksanam, 13-14. 

. । ध्यानम्‌। । 


विधाय सङ्केतमियं प्रियेण 
हेम्नोलूसद्‌भूषणमुद्रहन्ती । 
स्मरं स्मरन्ती स्मरकामिनीव 
वेलावली श्यामतनुर्विभाति।। 


। इति वेलावली । 1 RK, 2.148. 

A tree with a very dark bark. The nayika has a dusky lustre. 
SD, Ragadhyaya, dhyana of v. 59. 

RP, 3.43. 
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Malavagauda 


ne of the early references to Malavagauda is seen in the SR’. The text gives its 
melodic structure. An early ragadhyana is seen in the RK which says, "With fair limbs 
embraced by a beloved with taut breasts, who is modest and charming, the face is 


adorned by throbbing gold earrings, thus shines Malavagauda raga.” 
The Bharat Kala Bhavan folio gives an early secular chitrapada. It is as follows: 


Bharat Kala Bhavan Text: 
मालवारागे 
नितम्बिनीचुम्बितवक्त्रपद्मः* 
शुकद्युतिकुरलवान्प्रमत्तः। 
संकेतशालां प्रविशन्‌ प्रदोषे 
मालाधरो मालवरागराजः।। 


Malavarage 
Nitambinichumbitavaktrapadmah 
Sukadyutikuralavanpramattah | 
Sanketasalam pravi$an pradose 
Maladharo Malavaragarajah || 


The metre is Upajati. 


* Chubita has been corrected to chumbita and paktra to vaktra. 
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26.1 Malava Raga, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/10 


Translation: His Lotus-face has been kissed by a fair-hipped damsel. He has the lustre of a 
parrot, is curly-haired and intoxicated. He enters the place for rendezvous in the evening. 
Wearing a garland, such is the Malavaraja king. 


A pair of lovers are shown embracing each other and faces close enough for kissing 
(pl. 26.1). The fluttering, patterned odhani of the woman seems to have enveloped the pair. 
There are three trees in the painting. Those on the left are the banana and some other tree. 
The one on the right has been left incomplete. Though the parrot has been mentioned, the 
sketch of a crane is shown above the tree to the right. 

The reference to ‘parrot lustre’ is puzzling. However, the RV also refers to it in the 
following verse: “With the mouth kissed by the beloved, with a fluttering head-dress, wearing 
earrings, with the lustre of a parrot, standing in the dance-hall, bearing a garland is the 
intoxicated Malava’ The sukhabha has been explained by the commentator in two ways. It 
means ‘dark as the colour of the parrot" or one who shines by the lustre of the parrot (as he 
bears a parrot)’, 

The Gem Palace ragachitra has the following chitrapada: 


Gem Palace Text: 


मलीगोडोरागिणी 

नितम्बिनीचुम्बितवक्त्रपद्यः 
शुचिद्युतिकुरलवान्‌ प्रमत्तः। 
संकेतशालां प्रविशन्‌ प्रदोषे 
मालाधरो मालबरागराज: । । 
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Maligodoragini 
Nitambinichumbitavaktrapadmah 
Suchidyutikuralavan pramattah | 
Saniketasalam pravisan pradose 
Maladharo Malavaragarajah | | 


The metre is Upajati 


Translation: His Lotus face has been kissed by a fair-hipped damsel. He has a fair, glowing 
complexion and curly hair. Intoxicated, he enters the place for rendezvous in the evening 
wearing a garland. Such is the Malavaraga King. 


The Gem Palace chitrapada and chitra also clearly indicate the iconography which seems 
to to focus on a love tryst or rendezvous. The pictorial space shows the three regular registers 
with the mustard border on top for the chitrapada (pl. 26.2). The broad, middle register shows 
the main scene of action. A young prince and his beloved are stepping into a chamber fixed 
for their love tryst. 

The prince wears a three-peaked gold tiara, ornamented by pearls and rubies and three 
rosettes. He wears gold and pearl strings in his neck. He wears a gheradara, white diaphanous 

jama and dark-green pyjamas. The typical sweat-patches of the under-arms may be seen. He 
wears a beautiful gold pataka with the design of a lotus scroll. The pink lotuses and green 
leaves are distinct. One arm is around the shoulder of the beloved, the other offers a betel-leaf 
to her. The latter action is suggestive of the intimacy that is to follow. That they have not yet 
entered the room is evident from the fact that the prince still wears his foot wear. The woman 
wears a saffron coloured ghaghara, blue choli and a flame-coloured odhani. She wears gold- 
pearl armlets, gold bangles and anklets. The bed in the bedchamber has a gaily patterned 
counterpane with brightly coloured bold flowers set in a lozenge pattern of white ground. 
There is a bolster in orange, green and beaded white stripes and a smaller blue-gold striped 
bolster is seen in recession. There is a bright yellow rug on the ground with red flowers. A 
panadana (betel-box) is seen besides the bed. The bedchamber has a dome capped with a 
lotus finial. The cornice shows a battlement design. A coffered, lilac door is seen against the 
red-black walls. 

The foreground shows steps leading to the elevated bedchamber. Water-pots, flowering 
shrubs and a spittoon are also seen. The upper register depicts the dome of the chamber and 
the louts-finial which cuts across and intrudes into the mustard verse space. A banana tree in 
profile and a mango tree are depicted as also a sole peacock. The ubiquitous ‘smiling sun’ is 
not seen as a night sky is depicted. The time seems appropriate for a love tryst. 
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- SR, I2. Rágángopángapariksanam.160. 

2. RK, 288. 

3. कान्ताचुम्बितलपनश्चलमौलिः किमपि कुण्डली शुकभाः। 
नर्तनशालाशीली मालाभृन्मालवो tra: 1 1 RV 5.202. 

. ' शुकभाः कीरवन्नीलवर्णः' Ibid. 

. "यद्वा शुकेन भासत इति शुकभाः कीरधारी Ibid. 
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Pafichama 


afichama is an ancient raga. Whether or not it is the same as jati Pafichami of the 
Gandharva musical system of the NS cannot be ascertained. However, its genesis 
certainly seem to lie in the ancient gramaraga Pafichama. In the BD and the Vrtti, its 
commentary, Pafichama is described as an important gramaraga, with its derivative musical 
forms called the bhdsds.? In fact, it refers to different varities of Pafichama, such as Suddha 
Pafichama and Bhinna Pafichama.’ The AP also treats Pafichama as one of the six major ragas 
and says that the ragas Triguna, Khambhavati, Abheri, Kakubha, Virati and Saveri are derived 
from it.‘ The SRT refers to raga Amrapafichama’ as amongst the ‘current well known ragas; 
‘adhundprasiddhadesirdgah. Pañchama seemed to have evolved quite a few varieties over the 
period of time and this seems to have paved the way for its varying iconography. 
The SR has an early ragadhyana which describes the ¿sta devatd or the presiding deity of 
the raga. The ragadhyana is as follows: 


He is five-headed, ten-armed, dark complexioned, with an elephant for his vehicle. Bearing in his hands 


the lute, noose, lotus garland, a serpent, a digit of the moon, goad, (hands in) protective gesture and 
boons-giving gesture, the skull-headed mace also as desired by some.” 


An early secular iconography is seen in the RK which describes Pafichama as follows: 
Eyes like a red lotus, with a charming red attire, the young man who is well dressed and imbued with the 
colour of pleasure or love. Always victorious at the time of dawn, he is called Pafichama, the one who 


always speaks with a melodious throat.’ 


The Gem Palace series has a rágachitra of Pafichama. The chitrapda is as follows: 
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Gem Palace Text: 

राजपञ्चमः 

सुखितसुखनिधानं दुःखितानां विनोदः। 
श्रवणहदयहारी मन्मथश्चाग्रदूत;' । । 
अतिचतुरसुगम्यो वल्लभः कामिनीनां | 
जयति----, पञ्चमो-------- || 


Ragapanchamah 

Sukhitasukhanidhanam duhkhitanam vinodah 
Sravanahrdayahari manmatha$ehagradatah || 
Atichaturasugamyo vallabhah kamininam | 


Jayati............. pañchamo.................... II 


Translation: He is a treasure of happiness for the happy and pleasure for those who ar- 
unhappy, winning the ears and the heart, the foremost messenger of cupid, very skillful, ९55 
approachable, lover of beautiful woman, Pafichama is victorious........... 


The verse has been emended as it is most incorrectly written and is full of spelling 
mistakes. It appears to have been copied from somewhere but is full of scribal errors. 

The last pada is quite illegible and difficult to construe correctly. The metre is Malini, 
which has 15 syllables in each pada. A number of short syllables followed by long syllables is 
characteristic of the Malini. Malin‘ is also used in the erotic context. 

One sees the RKs ‘ratirarigayuktah’ reflected in the ‘sukhitasukhanidhanam duhkhitanam 
vinodah’ of the Gem Palace textual iconography. Thus, we have Pafichama as the abode of 
pleasure. 

The iconography of Pafichama is depicted by an aristocrat and his wife being entertained 
by professional musicians. The pictorial space is divided basically into three parts (pl. 27.1). 
The upper register, approximately one fourth, is the sky, the trees and the dome and balcony 
of a mansion. The narrow strip in the foreground shows an inner courtyard with a garden. 
Though the RK refers to dawn as the time for singing, the ragachitra here appears to suggest the 
time before dawn. The banana tree, the hibiscus and the stylized flowering shrub suggest the 
area outside the mansion. The central register depicts the main scene. The inner apartments 
of a mansion built of marble are seen, A room, open to view, is depicted. It is, however, not 
in proper perspective or scale to the rest of the building. A young aristocrat is seated against 
a golden striped bolster on a bedspread with large floral motifs. The bedspread is placed on a 
mattress on the ground. He wears a diaphanous jama with flowers and a red-striped mustard 
pyjama, He is surrounded by young women, as mentioned in the text. His consort sits next 
to him. Two female attendants stand behind the couple, one waves a fly-whisk over them 
and the other holds a tray of betel leaves. The aristocratic couple is being entertained by two 
women, seated in front of them, but at a lower level. One is singing, accompanied by the 


* Cha has been corrected to chà and dutam to dütah. 
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tànapürà, which she plays and the other marks the tala or rhythm by her hands. One notes 


that these professional performers wear dresses different from the women of the harem. 
While the latter wear ghdghard, choli and odhani, the former wear chiridara pyjamas over 


their long peshwaz. The inner courtyard in the foreground has a garden with some flowering 


plants and a peacock. Two earthen pots (ghad@) with water are placed in the garden for water. 


Parichama is not a raga that is sung any more. 


So = 


ENDNOTES 


. The jati is described in chapter 28 of the NS (GOS ed.). 
. ककु (भैः ? भे) सप्त वै प्रोक्ताः पञ्च हीन्दोलके स्मृता:। 


पञ्चमै दश विख्याता भिन्नषड्जे नव sql: । 1 BD, Bhasalaksanam, p. 105; 
एषा भाषा तु विज्ञेया प्रथमा पञ्चमोद्भवा | | Ibid., p. 121; 
विभाषेयं सदा ज्ञेया देशाख्या पञ्चमोद्भवा Ibid., p. 123. 


3. BD.325, Vrtti on BD.325 
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. त्रिगुणा खंभावती च आभेरी ककुभा तथा। 


विरटी चैव सावेरी षडेता: पञ्जमे मता: | । AP, 238.19. 


. आम्रपञ्चम; 


गान्धारांशग्रहन्यासो मन्द्रमध्यसमुद्भवः।। 
निगतारो मन्द्रहीनो रागः स्यादाम्रपञ्चमः। 
शाङ्गदेवेन गदितो हास्याद्भुतरसाश्रयः || 
इत्याम्रपञ्चमः | इति प्रसिद्धरागा: | SRT, IL2.168-169. 


. शुद्धपञ्चमकस्याङ्ग ग्रहांशन्यासपञ्चमः। 


न रागाङ्गमयं केचिद्रागाङ्गमिति कश्चन | | 
पञ्चवक्त्रो दशभुजो श्यामो(5)नेकपवाहन: | 
वीणापाशाब्जमालाहिकलाभयवरांकुशान्‌ | 


ष(ख) ष्ट्वांगमपि बिभ्राणः पाणिभिः कैश्चिदिष्यते 1 1 SR, IL2.Ragargopángapariksanam.110-111l. 


रक्ताम्बुजाक्षो$रूणचारूचीरो युवा सुवेषो रतिरङ्गयुक्तः। 
प्रत्यूषकाले विजयी नितान्तं स पञ्चमाख्यः कलकण्ठभाषी | । RK,102. 
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Sri 


T he word ‘Śr? itself means ‘royalty’, ‘splendour, ‘wealth, ‘beauty’ etc. This, in fact, 
is the essence of the iconography of the raga, i.e. royal iconography. It is generally 
characterized by a king seated ona throne, with or without a consort, being entertained 

by musicians or storytellers (kathavachakas). The iconography is similar to Pafichama. 

However, Pafichama is an aristocrat, not necessarily royalty, while Sri always connotes a royal 

personage. 

Though not an ancient raga, it is an important medieval raga. It is referred to as one of the 
six principal ragas in the 12" century text AP’. The text refers to six ragas being produced form 
छा, viz. Gauri, Kola, Gandhari, Dravidi, Malakosika and Devagandhari’. 

Sarangadeva's SRT? describes Sri raga, saying, “Sri raga has sprung from Sadji (jati) of the 
sadja-grama. It has a weak Pafichama, sadja for its final, fundamental and initial notes, a low 
gandhara and high madhyama with the remaining notes equipoised. It is (employed) in (the 
expression of) valour. Though this early text does not deify the raga and also does not provide 
any exclusive iconography, the interesting point to be noted here is the reference to valour, 
which is not continued further in later texts as well as the ragachitras. 

The iconography found in SR and SPS identifies Sri raga with the deity Brahma. The same 
is implied is the SPS, The iconography of both these texts finds its visual manifestation in the 
Kalpasütra manuscript of 1475 CE 

The iconography given in SR is as follows: 


He is one who is fair with eight arms and four faces. He holds a lotus, noose, a goad, has a boons-giving 


hand, has a citron and book in six hands and holding a book and vind in his two hands. The wise men of 
the world say that like Brahma, he goes on a swan. 
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28.1 Sri Raga, c. 1575 cE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/29 


The iconography given in SPS is as follows: 


The form, colour etc. will be somewhat described. Sri raga is fair complexioned, he has eight hands and 
four 9065. 


In a span of hundred years, with RK, the textual iconography changes to that of a young 
king and from here on, this continues to prevail. This becomes the point of departure where the 
iconography has transformed from an old, learned Brahmin to a young, handsome king who 
wears danglers made of new leaves in the ears. He is the image of Kamadeva (Kandarpamürti), 
he is also the image of a king (Ksitipalasundara). 

The iconography given in the RK is as follows: 


He is the image of Kamadeva, is young, wears red clothes and a pair of danglers made of new leaves in his 
ears. Attended upon by six (raginis?), Sri raga is the handsome kings of kings. 


The Bharat Kala Bhavan painting of Sri raga has the following chitrapada: 


Bharat Kala Bhavan Text: 
श्रीरागः 

दिव्यं वपुश्च सुशरीरगौरम्‌ 
कर्णे दधान; शरदिंदुकुंदम्‌ | 
अक्षं वहति निजपाणिपदमे 
श्रीरागराज; कथितो मुनीन्द्रै; | | 


Srirdgah 


Divyam vapuscha susariragauram 
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Karne dadhanah saradindukundam | 
Akşam vahati nijapanipadme 
Sriragarajah kathito munindraih || 


The metre is Upajati. 


Translation: With a divine body which is beautiful and fair, bearing in the ear an autumn- 
white jasmine (flower), (he) carries in his own lotus-hand a rosary, the royal Sri raga is (thus) 
described by the best of sages. 


In the Bharat Kala Bhavan text, a combination of divine and royal imagery is seen 
(pl. 28.1). Sti raga is said to have a beautiful, fair body. In his ears, he displays an earring made 
of white jasmine, like the autumnal moon. He bears a rosary in his own lotus hand. Panipadma 
is a rüpaka, a figure of speech meaning 'lotus-hand' However, in the painting, the artist has 
misunderstood the above phrase as ‘hands holding the lotus. Further, Sri raga is said to be the 
king of melodies. There is a development of the imagery from the celestial (Brahma) to the 
royal (king). 

The image in the Bharat Kala Bhavan painting does not construe with the text. The man 
portrayed does not appear to be a royal personage as the royal canopy and fly-whisk are not 
seen. Further, a consort is introduced, but her ‘lying-down pose’ is not seen elsewhere in the 
Sri iconography. In fact, it bears similarity to the iconography of Lalita. It actually suggests an 
erotic imagery! 

The Chawand Series has the following verse: 


Chawand Text: 
विचित्रसिंहासनमध्यवर्ती' 1 
कान्तपवित्राभिरूचितशुभ्रः । । 
कुर्वन्कथानारदतुम्बुरुभ्याम्‌ । 
श्रीरागराजकथितो मुनीन्द्रै : । । 
श्रीरागपुरुषराग 


Vichitrasimhdsanamadhyavarti | 
Kantapavitrabhiruchitasubhrah || 
Kurvankathandradatumburubhyam | 
Sriragarajakathito munindrath || 
Srirdga purusaraga 


* Sihasana has been emended to simhasana. 
t Kanta has been emended to kanta. Abhirutiti does not make sense and has been emended to 


abhiruchita meaning liked or beloved. Subhra is an adjective and must have the same gender as 
the subject it qualifies and hence has been emended to masculine gender. 
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28.2 Sri Raga, c. 1605 CE, Chawand, Freer and Sackler Galleries, The Smithsonian's Museum of Asian Art, Washington D.C., 


Accession no. F1991.] 
The metre is Upajati. 
Translation: Located in the centre of a variegated throne, one who is pleasing, pure, beloved 


and bright, making conversation with Tumburu and Nàrada. Thus is described as the royal $ri 
raga by the best of Sages, Sri raga, male raga. 
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All the paraphernalia of royalty is seen, the chhatra-chamara, i.e, the canopy and fly- 
whisk along with the beautiful gold throne are introduced and become formulaic for Sri raga 
(pl. 28.2). The man with the matted locks and ekatantri vind, perhaps, indicates Narada. 
Tumburu is however, not seen. He is instead, accompanied by a man marking time with 
castanets. No consort is seen. In this very indigenous style of painting, the star-studded night 
sky is reminiscent of Persian painting which influence has come through Mughal contact. 
Further, the king dressed in the chàkadára jama also shows Mughal influence. 

There is a caption at the bottom of the Chawand painting which says ‘Sri raga purusa 
raga; Le. Sri raga (which is) a male raga. From the 12" to 15" centuries, musicological texts 
speak of six principal ragas and their derivative bhasas, There is no gender connotation here. 
The earliest depiction of these six ragas in a Jaina text shows these as deities. Below each is 
painted its bhasa, in female form, as a consort. The concept of a male raga and the bhásá being 
transfigured into ragini may have evolved a century later but its explicit rendition is seen in 
the 17% century. We see the Chawand series referring to Sri raga as a male raga. A clear textual 
exposition is seen in the SD. This says that six ragas are called purusa or male, viz. Bhairava, 
Kausika, Hindola, Dipaka, Sri and Megha’. It then speaks of the five beautiful women of each 
of the six male ragas. This has the connotation of consorts. Those of Sri raga are the following, 
Vasanti, Malavi, Mala£ri, Dhanasika and Āśāvarīť. 

In the SD, raga $ri is described as follows: 


He is eighteen years old, is remembered with a beautiful image, is patient and wears shining earrings 
made of leaves. He is attended to by six, wearing red clothes; he is the image of a king. 


It is interesting that Sri raga is here termed as a Dhira nayaka. 


The RV introduces a golden canopy in the textual iconography. The text is as follows: 


The king is below a golden canopy, his garment moves in a swaying manner, he sits on an elephant, he 
wears a lotus garland dividing his head, $ri rága enjoys all the pleasures." 


The Gem Palace ragachitra has the following chitrapada: 


Gem Palace Text: 
श्रीरागपुरुष; 

विचित्रसिंहा सनमध्यवर्ती 
वक्त्रारविंदा रूचिरं दधानः। । 
कुर्वन्‌ कथां नारदतुम्बुराभ्यारम्‌ः 
श्रीरागराज; कथितो मुनीन्द्रैः 11 


Srirégapurusah 
Vichitrasirhhasanamadhyavarti 


* gha has been corrected to hà. 
t Viktrarachindam should be vaktraravindam, 


£ Tubardbhyam is a scribal error for tumburabhyam. 
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Vaktraravindam ruchiram dadhanah || 
Kurvan katham Naradatumburabhyam 


Sriragarajah kathito munindraih || 
The metre is Upajati. 


Translation: The person Sti raga is seated in the middle of a splendid throne, having a lovely 
lotus face, making conversation with Narada and Tumburu, so is described the royal Sri raga 


by the principal sages. 


Sti raga is usually depicted as a handsome prince, with a charismatic personality, enjoying 
the company of women who are entertaining him with music and betel leaf or listening to 
divine musicians identified as Narada and Tumburu. 

The majority of the space in the entire composition is occupied by the interior of the 
palace (pl. 28.3). A flight of stairs leading up indicates the point of entry and highlights the 
fact that the royal couple is seated inside the pavilion. Two pairs of slippers/jütis are placed 
outside implying the arrival of two outsiders (the musicians) who have removed their 
footwear before entering the palace. It is interesting to note how the footwear has been 
meticulously delineated by the artist. It is ostentatious and ornate with plumes and buttons 
unlike the regular Rajasthani jütis or mojris. These are fancy because these are the slippers 
of two courtesans who have come to perform at the palace. The others are occupants of the 
palace hence their footwear is not indicated. The gharas (drinking water-pots), and surahis 
(water jars) are formulaic. Initially, raga iconography began as dhyanas that had a specific 
iconography and associations with specific gods and goddess but these associations loosened 
over a period of time as the ragas were introduced in courts and sung for pleasure. Yet, some 
of the iconographic associations remained as conventions; like the specific animals (vahanas) 
associated with each dhyana of the raga deity. Gradually this was forgotten but the memory of 
drawing an animal remained and continued. This cat here is one such convention. 

The interior space is indicated as a single large room with pilasters containing decorative 
brackets on either side. The wall at the back contains a door or a window, a niche with a 
vase which is again placed as decorative convention. The room is divided into two horizontal 
bands of colour, red marking the wall space and green marking the floor. The entire group 
of people is fitted into the interior space quite effectively. Inside the room, Sri raga and his 
consort are seated on a beautiful ornate throne topped by a parasol and a cloth canopy above 
it demonstrating their high status. A dark complexioned maid with a fly-whisk stands next 
to them fanning, while the musicians playing the instruments are seated on the floor. The 
inscription on top of the painting refers to Sri raga conversing with Narada and Tumburu, but 
in the painting however, the artist is trying to show an enactment of sorts. Two courtesans are 
depicted enacting the roles of Narada and Tumburu. Their costumes are different from the 
usual ghaghara-choli and odhani worn by respectable Rajasthani women in these paintings. 
Rather, they are like the costumes worn by courtesans, i.e. peshwáz and chüridára. Both 


the lady seated next to $ri raga (his consort!) and the maid fanning them wear Rajasthani 
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costumes. There is an obvious attempt to differentiate between these women. Three classes 
of ladies are shown in the painting, the queen, the maid and the courtesans. 

In the 16" century textual and visual iconography, Sri raga is either described as akin to 
Brahma or with a divine body (divyam vapuscha) holding a rosary. In the 17^ century, the 
idea of the raga as a deity has been firmly replaced with a more secular image of a young, 
handsome king. 

From SR to SD, there is no mention of Narada and Tumburu in musicological texts. 
They are however mentioned in the texts of the ragachitras of the 17^ century. In the Gem 
Palace, courtesans are dressed as Narada and Tumburu, the divine musicians, who are 
closely associated with music; in fact, they are identified as divine musicians. This element is 
sustained from this time onwards. 

Another hundred years later, at the time of RM, the iconography moved totally away 
towards generalization. The RM says that Sri raga is moving about from bower to bower holding 
a lotus. Sri raga wears a flower garland in the neck and is very beautiful. The description has 


no connotation of the divine or the royal in the text." 


ENDNOTES 
. श्रीरागश्च वसन्तश्च पञ्चमो भैरवस्तथा। 
मेघरागश्च विज्ञेयः षष्ठो नट्टनरायणः 1 । AP, 238.15. 

2. गौरी कोला च गान्धारी द्राविडी मालकोसिका। 

षष्ठी स्याद्ेवगान्धारी श्रीरागाच्च विनिर्गता i । AP, 238.16. 
3. षड्जे षाड्जीसमुद्‌भूत श्रीरागं स्वल्पपञ्चमम्‌। 

सन्यासांग्रहं मन्द्रगान्धारं तारमध्यमम्‌ । | 

समशेषस्वरं वीरे शास्ति श्रीकरणाग्रणीः। 

इति श्रीराग:। SRT, 11.2.159-160. 
4. केचिदेनं गौरवर्णमष्टबाहुँ चतुर्मुखम्‌। 

पद्यपाशाङ्कशवरी (करं) बीजपूरकपुस्तकान्‌ (कम्‌) ।। 

बिभ्राणं पाणिषट्केन वीणासक्तकरद्वयम्‌। 

ब्रह्माणमिव हंसेन गच्छन्तं जगदुर्बुधाः | | SR, 11.2.Ragarigoparigapariksanam.2.44-45. 
5. रूपवर्णादिकं किञ्चिदमीषां प्रतिपाद्यते | 

श्रीरागोऽथ गौरवर्ण: सोऽष्टहस्तश्चतुर्मुख; | | SPS, 3.76. 
6. ।।अथ ध्यानम्‌ ।। 
कन्दर्पमूर्तिस्तरूणोऽरूणाम्बरः कर्णावतंसीकृतनव्यपलूवः। 
षड्जादिसेव्यः क्षितिपालसुन्दर; श्रीरागनामा नितरां विभासते।। 
। इति श्रीरागः। । RK, 2.113. 
भैरवः कौशिकश्चैव हिन्दोलो दीपकस्तथा | 
श्रीरागो मेधरागश्च षडेते पुरूषाख्याः।। SD. Ragadhyaya. 31. 
, वासन्ती मालवी चैव मालश्रीश्च धनासिका। 

आशावरी च विज्ञेया; श्रीरागस्य वराङ्गना; | | Ibid., Ragadhydya. 36. 
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9. श्रीरागः स च विख्यातः सतवेश विभूषित: | 

पूर्णः सर्वगुणोपेता मूर्च्छना प्रथमा मता | 

केचित्तु कथयन्त्येन ऋषभत्रयसंयुतम्‌।। 

ध्यानम्‌। 

अष्टादशाब्दः स्मरचारूमूर्तिः 

धीरो लसत्पल्लवकर्णपूरः। 

षड्जादिसेव्योऽरूणवस्त्रधारी 

श्रीराग एध क्षिचतिपालमूर्त्ति । । Dbid., Ragddhydya. 70-71. 
10. श्रीरागः 

कनकातपत्रमूले लोलदुकूले गजाश्रयो राजन्‌। 

श्रीरागोऽखिलभोगो नीरजराजिं भजन्मौलौ t । RV 5.201. 
1. RM, १200. 
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Dipaka 


ipaka is not referred to in early texts. However, it is a raga that is popularly illustrated 
in the 177 century. There are two distinct styles of iconography. The first, which is 
more usual, is a royal personage and his consort seated in a mansion. The mansion 
may or may not be lit with small lamps. At least one lamp is, however, always shown. In the 
other style of iconography, as for example in Kangra paintings, one finds a king, with a lamp 
in his turban, seated on an elephant. In Mewar, it is the first type of iconography that is seen. 

The earliest reference is seen in the SR of Rana Kumbha of Mewar who was a great 
musicologist. The musical notes of the raga are given. It is mentioned that the raga is born 
of Bhinna Kaisika.! It is to be noted, however, that no ragadhyana has been prescribed for 
Dipaka. 

Itseems, thus, that in the 15^ century, Dipaka was not a significant melody. This fact seems 
to have changed after a century. This raga seems to have really developed in the reign of Akbar 
and his court musician Tansen in the latter half of the 16" century. It was not completely 
Tansen's innovation (as is borne out by the SR). However, there are many tales about Tansen 
and his wonderful singing of the raga. One, in particular is about how all the lamps started 
to burn when he sang the Dipaka. Such was the magical efficacy of Tansen's rendition! That 
it was an important raga in the 17^ century is also borne out by the fact that the SD describes 
it as one of the six principal male ragas.’ “Kedari, Kanada, Desi, Kamodi and Natika are again 
said to be the five beloveds of Dipaka by the experts of ragas”, 

The Bharat Kala Bhavan Dipaka ragachitra has the following chitrapada: 
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29.1 Dipaka Raga, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. 50.354/6 


Bharat Kala Bhavan Text: 
श्यामा सुकेशी मलयद्रुमाणाम्‌ 
अक्षं दधाना वक्षोज'मध्ये | 
अन्योन्यमंगश्रितबाहूबल्ली 
वरांगणे दीपशिख: प्रदिष्टः। । । 


Syamà sukesi malayadrumanam 
Aksam dadhand vaksojamadhye | 
Anyonyamangasritabahivalli 
Varangane dipasikhah pradistah | | 


The metre is Upajati. 


Translation: Dusky, with beautiful hair, wearing a rosary of sandalwood between her breasts, 
with their arms closely entwined like creepers in the beautiful courtyard, like a flame of light, 
(Dipaka) is thus described. 


Raga Dipaka is shown here as a king with his consort (pl. 29.1). All the paraphernalia of 
royalty, viz. the royal canopy (chhatra), fly-whisk (chamara) and diadem (mukufa) are shown. 
An impressive moustache and heavy kundalas or earrings are also shown, It is interesting 
that the manner of depiction of his swelling torso (an attempt to shown an expansive chest) 


* Vaksoja has been emended. 
+ Pravistah has been emended to pradistah. 
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29.2 Dipaka Raga, c. 1605 ८४, Chawand, G.K. Kanoria Collection, © Asian Art Archives, University of Minnesota, USA, Accession 
no. 1011067 


and the twisted manner in which his lower limbs are placed are strongly reminiscent of the 
West Indian tradition of manuscript painting. This torturous manner of sitting is also seen as 
regards the consort. 

It is interesting that the first two lines of the text refer to the consort rather than to Dipaka 
raga. The text describes the couple embracing in a courtyard and he, i.e. Dipaka himself as the 


source of light. The artist has depicted two rooms on either side and open space above (except 
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for the canopy) to indicate that they are in a courtyard. However, instead of embracing her, he 
is caressing her breast. This is one of the paintings in the series that the artist has completed. 
There is also a fair degree of text-image coordination. The Bharat Kala Bhavan textual and 
visual iconography both have erotic imagery. 

The text of the Chawand rágachitra of Nisardi can no longer be seen except the remnants 
of 'purusaragadipakasya' terming it as a male raga. The pictorial space is divided into three 
horizontal registers (pl. 29.2). The upper register depicts the sky, the central register shows the 
palace and the couple sitting outside it and the foreground shows the garden. In the central 
register, the royal couple sits outside the palace in a garden listening to music. The king wears 
a white diaphanous chakadara jama of the Akbari period, and has his arm round his consort. 
Both are characterized by heavy, cup-shaped faces and fish-shaped, lidless eyes with small 
eyeballs. Yet there is a quaint charm about the painting. 

The sky of the Chawand rágachitra is illustrated with both a morning sky with white 
clouds and a star-studded night sky. This is due to the fact that while the time prescribed for 
the singing of the raga was the afternoon, the very name ‘Dipaka’ or ‘lamp’ indicates darkness 
or night, Pictorially, however, in the course of time, the raga came to be associated with the 


night and the presence of lamps. 


Gem Palace Text: 
दीपकपुरुषरागः 

प्रियः प्रियासंनिहितो निशार्धे 
शशी सखीचामरचालनेन। 

परस्परं क्रीडति बाहुलीलया 
मुनिप्रणीतः किल दीपकोऽयम्‌।। 


Dipakapurusardgah 

Priyah priydsarhnihito ni$ardhe 
Sasi sakhichámarachálanena | 
Parasparam kridati bahulilaya 
Munipranitah kila Dipakoyam 11 


The metre is Upajati but the third pada is that of Vansastha. This seems to be a mistake rather 


than a deliberate variation. 


Translation: The lover is near the beloved at midnight, the moon has arisen and with an 
attendant waving the flywhisk. Mutually engaged (the lover and the beloved) in the sport of 
embracing, such is the Dipaka raga created by the sages. 


In the Bundi School, usually ‘Dipaka, i.e. ‘lamp’ is an important pictorial motif. In the 


Gem Palace painting, however there are only two lamps, one of which is placed outside in 
the courtyard has been extinguished and the other, inside the room, very nearly so (pl. 29.3). 
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The two lovers are in the room, but since it is a moonlit night, a bed has been laid out in 
the courtyard. The romantic mood is built up there, the couple chew on betel leaves and 
as passion spirals, the couple moves indoors. Here, they are seen embracing and appear to 
be almost kissing. We have the vignette of a single room, but two moments are implied; the 
couple romancing on the bed in the moonlit courtyard and the other when they move indoors. 
Outside, the moon moves, as if like a sakhi (attendant or friend) waving the fly whisk. Indoors, 
a sakhi is seen. She, however, is not waving the fly-whisk but is bringing madird or wine in a 
flask and cups. In fact, instead of the lamps (dipaka), it is the moon which has lit up the palace 
and become the dominant motif. 

The ‘dipaka’ or ‘lamp’ is, in fact, inconsequential to the painting and this is an interesting 
aspect. One may draw attention to the verse of SD which says, “In a dark room, where lamps 
are put out, he went to enjoy the love of a damsel. Due to the (radiance) of her lamp-(like) 
gems of the crest, Dipaka, the king of ragas became bashful"^ 

This is indeed peculiar. The ‘lamp’ or ‘gem-like lamp’ is always shown on the diadem of 
Dipaka himself, who is the source of effulgence. Perhaps ‘tasyah’ is an error for ‘tasya’. But 
grammatically this would create a problem since ‘Dipakaragaraja’ and all the adjectives 
qualifying him are in the Nominative case and not Generative. Such an idea is also seen in 
a later text, the RM.5 The Gem Palace Dipaka rigachitra seems to have followed the textual 
iconography of the SD tradition. Here, instead of lamps being lit, they are extinguished for 
the sake of erotic purpose or sambhoga $rngara. In the Bundi paintings, contrary to this, the 
artists have created a parallel iconography of many lamps being lit, sometimes even on the 
turban of the nayaka or hero. 

There is yet another tradition of Raga Dipaka being depicted, viz. as a prince with a lamp 
on his turban, riding an elephant. An example of this may be seen in the Kangra ragachitras. 

Currently this raga is an obsolete raga. This is because a lot of superstitions arose around 


it deeming it inauspicious. It is believed that when Tansen sang it everything caught fire, so 


that later musicians were wary about singing this raga. 


ENDNOTES 


L SR, IL2.Ragárgopangapariksanam.l17. 
2. SD, Ragadhyaya 31. 
3. Ibid, Ragadhyaya 35. 
, बालारतार्थ प्रविलीनदीपे 
गृहेऽन्धकारे सुभगं प्रवृत्त: | 
तस्याः शिरोभूषणरलदीपै 
लज्जा दधौ AIFI: |I Ibid., Ragadhyaya, dhyana of v. 64. 
5. दोहा 
रति सो डरपति कामिनी रही दीप अचराय। 
ताके भूषन दीप कर दीपक ली उर लाय | 


यथा 


> 
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बाला सकुचात अकुलात रतिकथा सुनै गृह को बुझाय दीप सोई सुकुमार है। 
आय उत नागर उजागर तरून धीर दीप सी सरीर दुति दीन्ही बिसतार है। 
रतनजटित बरभूषन तिया के तन ताही के उदोत चहुओर उजियार है। 


वह तो रही लजाय कीन्हों मन भाय तब रंगलाल प्यारो राग दीपक उदार है । । RM, 256-257. 
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Lalita 


alita, referred to as Lalita, is treated as a subsidiary melodic form of the Dhruva gana 
system of music of ancient India. It is referred to as a pentatonic ‘bhdsd’ or melodic 
form in the BD. It has been termed as a vibhása in the prayoga or practice of Srikantha.? 
The SRT mentions two varities of Lalita, viz. Prathama Lalita and Dvitiya Lalita. The first was 
a bhasa of Takka raga. It was pentatonic and used for expression of valour and festivities? 
Dvitiya Lalita was said to be conceived of by Matanga. It was a bhasa of Bhinna Sadja. It was 
employed for expressing tenderness and affection." It is possible that the iconography seen of 
Lalita later, drew its inspiration from Dvitiya Lalita. 
The SR makes only a passing reference to Lalita, but no ragadhyana is given. One of the 
earliest ragadhyanas is given in the RK, where Lalita becomes Lalita. This verse is important 
as it is an iconography which endures. The verse is as follows: 


Variegated by the flowers of the saptachchhada, the lotus-eyed, fair youth, with happy face and festive 
dress always shines and is called Lalita, Thus Lalita.° 


The chitrapada of Bharata Kala Bhavan rdgachitra seems to have been based on the above 


verse, 


Bharat Kala Bhavan Text; 
ललितराग; 
संफुल्लसप्तछदमाल्यधारी 

युवा च गौरो लसदम्बक श्री; | 
विनिस्सरन्‌' वासगृहात्‌ प्रभाते 
विलासवेषो ललित; प्रदिष्टः 11 


* Vinissara has been corrected to vinissaran. 
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30.1 Lalita Raga, c. 1575 cE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/6 


Lalitaragah 
Samphullasaptachchhadamalyadhari 
Yuva cha gauro lasadambakasrih | 
Vinissaran vasagrihat prabhate 
Vilasaveso Lalitah pradistah | | 


The metre is Upajati. 


Translation: Wearing the garland of the blooming saptaparna, youthful and fair, sporting 
the beauty of shining copper, leaving the bedroom at dawn in a festive dress, Lalita is thus 
described. 


While the verse is very close to RK, one notices the addition of the ‘time’ and ‘location’ It is 
‘dawn’ and the youth moves out from the ‘bedroom’ The mention of the bedroom immediately 
paves the way for introducing a yuvati (young woman) along with the yuva' (young man) and 
this is reflected in the painting. 

This is one of the rare complete paintings. However, it seems that the utilization of 
the pictorial space was not planned properly (pl. 30.1). The ‘bedroom’ painted on the right 
hand side was too small to accommodate the tall and voluptuous woman or beloved. She 
is shown as sleeping on a bed under a canopy outside the bedroom! Perhaps this was the 
balcony. However, this is rather improbable when we take into consideration the fact that it is 
clearly stated that the nayaka or hero is moving ‘out of the bedroom: The beloved or nayika is 
sleeping, in spite of the fact that the lidless eyes are shown open. This follows the style of the 
West Indian Tradition of Jain manuscript paintings. In fact, the woman's manner of sleeping, 
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uncomfortable crossing of legs during sleep, the bed and canopy depicted, cotton textiles all 
reflect the sleeping Tirthankara's mother in a Jain Ka/pasiitra painting. 

Sahibdin's painting of Lalita in 1628 ce has a proper rendition of the iconography.’ The 
pictorial space has been skillfully manipulated. Two levels of the mansion are seen, viz. a 
bedroom and a balcony on the upper level and steps leading to the ground floor and the outer 
part of the building. There is a deep blue sky above. The náyikà is in deep sleep inside the 
bedroom with an attendant beside her. The hero departs from the bedroom, sentimentally, 
taking probably what were her garlands. Downstairs, there is a groom ready with a horse to 
take him speedily (?) away. One wonders whether this is the prositapatikd ndyikd (one whose 
husband is away) who has turned an adulteress!! She must not adorn herself with garlands. 
Small wonder, then, that the lover takes the garlands away! It is understandable, then, that at 
the crack of dawn, the groom is ready with the horse to take him away. 


Gem Palace Text: 
ललितरागिणी 
प्रफुल्लसप्तच्छदमाल्यधारी 
युवा च गौरो रुचिलोचनश्रीः। 
विनिश्वसन्‌ वासगृहात्‌' प्रभाते 
विलासवेषो ललितः Wiese: । I 


Lalitarügini 
Prafullasaptachchhadamalyadhari 
Yuva cha gauro ruchilochanasrih | 
Vinisvasana vasagrhat prabhate 
Vilasaveso Lalitah pradistah 11 


The metre is Upajati. 


Translation: Bearing a garland of saptachchhada (Alstonia scholaris), the fair youth, with 
luminous beauty of eyes, dressed festively, breathing out (moving out) of the bedroom at 


dawn, such is the description of Lalita. 


The Lalita iconography continues. The ndyikd is in deep sleep, fatigued after a night 
of love making (pl. 30,2), The nayaka, silently moves out, with garlands in both the hands, 
remainders of the passionate night. He is moving towards steps that lead to a garden below. 
However, no groom or horse has been shown here, The sun is just peeping out in the sky, 
suggesting the early morning time. 

The ndyaka leaving with the garlands in his hands, a persistent motif of the iconography 
of Lalita, could have its roots way back to the injunctions for the ndyaka in the NS. It says 


* Vahas been inserted here to complete the word vasagrhat. 
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30.2 Lalita Raga, c. 1640 cE, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/28 
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that the articles used by the nayika, such as ornaments, garments and garlands should be 


cherished (by the lover).’ 


ENDNOTES 


1. भाषा औडुविता ह्योषा, सङ्कीर्णा ललिता भवेत्‌ BD, p. 112. 
2. विभाषा चैव श्रीकण्ठे प्रयोगे ललितास्तु ते । Ibid., p. 126. 
3. रक्कभाषैव ललिता ललितरूत्करैः vat: | । 
षड्जांशग्रहणन्यासा षड्जमन द्रा रिपोज्झिता। 
धीरैवोरोत्सवे प्रोक्ता तारगान्धारधैवता । I SRT. 11. 2, 174-175. 
4 भिन्नषड्जेऽपि ललिता ग्रहांशन्यासधैवता। 
रिगमैल॑लितैस्तारमन्द्रैर्यक्ता धमन्द्रभाक्‌। । 
प्रयोज्या ललिते स्नेहे मतङ्गमुनिसंमता | Ibid., 176-177. 
5. सप्तच्छदानां कुसुमैर्विचित्रो गौरो युवा पङ्कजपत्रनेत्रः।। 
विभाति नित्यं ललिताभिधानः प्रसन्नवक्त्रः सविलासवेषः। | RK, 2.108. 


6. Douglas Barrett and Basil Gray, Indian Painting (London: Macmillan, 1978), 135. 


7. नानालङ्कारवस्त्राणि गन्धमाल्यानि चैव हि। 
प्रियायोजितभुक्तानि दिषेवेत मुदान्वितः | NS (BHU ed.) 22.234. 
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Vibhasa 


Vs is a raga which seemed to have evolved only by the late 16" century. It does 
not find any textual reference in the ancient and medieval texts at least till the early 
17* century. The SD! does not give any details of its melodic structure or ragadhyana. 
Instead, it refers to it very briefly saying “Vibhasa is like Lalità" Indeed, the pictorial image of 
the Gem Palace is quite like Lalita, but the verse, however refers to Kamadeva. This idea of 
Kamadeva as the protagonist of raga Vibhasa is seen in its earliest form in the ragachitra of 


Vibhasa in the Bharat Kala Bhavan series. 


Bharat Kala Bhavan Text: 
faa: 
स्वछन्द'सम्मानितशुद्धचाप; 
पयोधरास्वादसुधाभितृप्ता ; | 
पर्यङ्कमध्येस्वकृतोपवेशी 
विभासराग: कथितो मुनीन्द्रै; | | 


Vibhasah 
Svachchhandasammánita$uddhachápah 
Payodharasvadasudhabhitrptah | 
Paryankamadhyesvakytopavest 
Vibhasaragah kathito munindraih || 


* Suchhanda is emended to svachhanda. 
t Abhitrptah makes more sense than adhitrptah. 
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31.1 Vibhàsa Raga, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/27 


The metre is Upajati. 


Translation: One who has a pure bow which is eminent and moves by its own will, one who is 
satiated by the taste of nectar of breasts (of his beloved), who enters the centre of the bed for 
his own deed, (he) is called Vibhasa raga by the best of sages. 


The text is erotic and evocative of $rngara rasa and so is the suggestion of Kamadeva as 
the nayaka. The bow referred to in the text is not a martial bow. It is pure, which moves by its 
own will (suggestive of Kamadeva). 

In the painting (pl. 31.1), there is no bowatall, there is no beloved and no bed. The text and 
image do not seem to construe. The painting shows a man flanked by two peacocks. However, 
it must be mentioned that the vàhana or mount of Kamadeva is a parrot and not peacocks. 
The style of painting the man is in accordance with the West Indian tradition. One may note 
his swelling torso, as also the crisply starched and fluttering garments. The man is enacting 
holding a bow. There is a theatrical quality to this visual. The man appears to be seated in a 
mansion. However, the architectural setting does not appear to be a real mansion, it has the 
appearance of a stage set. Does this mean that this raga was sung to $rngara rasa enactment? 

The Chawand series also has a ragachitra of Vibhàsa, the chitrapada of which is as follows: 


Chawand Text: 
विभासरागिणी 
स्वच्छन्दसम्मनितपुष्पचाप; | 
प्रियासुस्वादसुधाभितृप्तः । ।' 


* Sasvada has been emended to susvada, tripta is a spelling mistake and has been corrected to trpta. 
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31.2 Vibhasa Ragini, c. 1605 ce, Chawand, University of Michigan, USA, Accession no. GKK 185 


पर्यङ्कमध्यस्थसुखोपविष्ट;। 
विभासनिद्रान्वितहेमगौरः। ।' 


Vibhasardgini 
Svachchhandasammanitapuspachapah | 
Priyasusvadasudhabhitrptah 11 
Paryankamadhyasthasukhopavistah | 
Vibhásanidrànvitahemagaurah | | 


The metre is Upajati. 


Translation: One who has an eminent bow of flowers which moves by its own will, one who 
is satiated by the nectar of the taste of his beloved, who is seated happily in the centre of his 


bed, such is Vibhasa, who is sleeping and is with a golden glow. 


The pictorial space is dominated by the architectural setting of a bedroom in a mansion 
(pl. 31.2). There is a porch outside and three jharokhás on the roof. A woman is sleeping on a 
bed in a rather torturous position; while her face is in profile, her torso is frontal and her legs 
crossed. A man, probably her lover, with a flowered bow is beside her. There is a parrot in a 
cage hanging in the room. It seems that the woman has fallen asleep, fatigued after a night of 


love-making and the lover is taking leave of her. A female attendant is standing outside on the 


porch with a tray of betel leaves. She would offer one to the manas he steps outside to depart. 
The day is yet to break as there is no sun depicted. 

The SD ordains that Vibhasa is similar to Lalita and, in fact, the image is much like Lalita 
in the Gem Palace painting. The basic difference is that nayaka does not hold garlands, but a 


flowered bow. 


Gem Palace Text: 
विभासरागिणी 
स्वछन्दसम्मानितपुष्पचापः 
प्रियाधरस्वादसुधाभितृप्तः। 
पर्यड्रमध्ये$पिसुख्पविष्टो 
निद्रान्वितो हेमरुचिर्विभास; । | 


Vibhàsaragini 
Svachchhandasamm4nitapuspachapah 
Priyadharasvadasudhabhitrptah | 
Paryankamadhye'pisukhpavisto 
Nidranvito hemaruchirvibhasah 11 


* Hemagaurah has been emended to hemagaurah. 
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31.3 Vibhàsa Ragini, c. 1640 cE, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/34 


The metre is Upajati. 


Translation: One who has an eminent bow of flowers moving by its own will, who is satiated 
by the taste of nectar of the lips of the beloved, resting with ease in the centre of the bed, 


sleeping and with a golden glow is Vibhasa. 


The two lines are not consistent. The first describes the man with the flowered bow. 
The second describes the sleeping beloved on the bed and as such should have been in the 
feminine gender. 

The painting shows the ndyikd on the bed inside the bedchamber with an attendant 
(pl.31.3). The nayaka is standing outside with the puspachapa or flowered bow, the very image 
of Kamadeva, the god of love. What is implied is perhaps that the dawn is heralded by the 
cock crowing, The ndyaka is ready to shoot the cock with his flowered bow and arrow, so that 
there is no day-break and the night of passion continues. It is the crack of dawn; the moon has 
not yet set, but the sun is peeping out from behind the reddened clouds of day-break. Three 
trees, viz. the palm, mango and banana are shown. T he presence of the cock is to be inferred, 
it is not shown. A peacock and an exotic bird are shown. The marble architecture depicts 
the bedchamber with a frontal, open view. The chika or rolled up curtain suggests day-break. 


There are three balconies shown at different levels and with an attempt at perspective. 


ENDNOTES 


L 'ललितावविभासस्तु' इति विभास: SD, Ragadhyaya. 91. 
It should be * ललितेवविभासस्तु ' 
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Sorathi 


orathihasa very varying iconography. The SRT refers to Saurastri as a bhasa and describes 

two versions of this bhdsa'. Prathama Saurastri is said to be a bhasa of Pafichama raga 

and employed in all bhavas’. Dvitiya Saurastri is said to be derived from Takka raga and 
employed in kaurna rasa’. The SR also refers to varieties of Saurastri. One is referred to as the 
bhasa of Takka and employed in karuna rasa‘. The other version is said to be derived from 
Pafichama and is said to be employed in all bhavas (emotions) of érñgara rasa.” By its very 
name Saurástrikà, it is implied that this bhasa originated from Gujarat. Both the SRT and SR 
describe only the melodic structure of the melody and do not prescribe any dhyana. 

The RK says that Saurastrika is sung in the evening® and also gives one of its earliest 
secular ragadhyanas. “One who has a necklace dangling on her high, stout breasts, who has 
a lotus in her ear and who has given her attention to (the humming of) a bee, who goes near 
the beloved and with swaying arms, Saurastrika has her cheeks smeared with kurmkum or 
saffron.” 

This verse, however, is not taken up as the chitrapada. In fact, the Bharat Kala Bhavan 
set does not have a chitra or painting of this melody. The Chawand set of 1605 CE generally 
follows the chitrapadas of Bharat Kala Bhavan but since this chitra is absent there, a Hindi 
dohd has been coined for the chitrapada of Sorathi in the Chawand Series. This chitrapada has 
been evolved to match the visual iconography of the ragachitra. It is as follows: 


Chawand Text: 
*सोरठरागिणी* पीउ को करि aft बीरी देत 
रूपरसरमणी सोरठीरागिणी कउ देखति मनहरि लेत' 


* Rugani has been emended to ragini. 
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32.1 Sorathi Ragini, c. 1605 cE, Chawand, British Museum, London, © The Trustees of the British Museum, Accession no. 
00037840001 


‘Sorafhardgini piu ko kari kari biri deta 
Rüparasaramani Sorathiragini kau dekhati manahari leta’ 


Translation: The rágini Soratha keeps giving her lover rolls of betel-leaves, Sorathi ragini is a 
woman who is the very essence of beauty, anybody who sees her, his heart is captivated. 
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32.2 Sorathi Ragini, c. 1640 CE, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/10 
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The painting shows a woman giving pana or betel-leaves to her lover (pl. 32.1). There 
are some more betel-leaf rolls lying on the ground. The man wears a white, diaphanous 
chakadara jama and pale yellow pyjamas. He has fish-like eyes, a large nose and fine whiskers 
and moustaches. The woman is dressed in a floral green ghaghara, yellow choli and red odhani. 
She, too, has fish-shaped eyes, big nose and heavy cup shaped face. Two other women are 
shown to the left, presumably attendants, as one waves a cloth to fan the man. The offering of 
the betel-rolls to the nayaka by the náyikà suggests clearly that the context is that of &rrigára 
rasa. 

The Gem Palace ragachitra and chitrapada, yet again, depict a very varying visual and 


textual iconography. 


Gem Palace Text: 
सोरठरागिणी 

पुरोनिषण्णा सुखिनः प्रियस्य 
तत्‌ कमलमादाय' कुचछदो। 
मन्दं मुहुस्तस्य मुखे दधाना 
हस्तेन सा सोरठरागिणीति।। 


Soratharagini 

Puronisanna sukhinah priyasya 

Tat kamalamadaya kuchachhado | 
Mandam muhustasya mukhe dadhana 
Hastena sa Soratharaginiti | | 


The metre is Upajati. 


Translation: Seated in front of the happy lover, she takes a lotus from her breast cover, slowly 
and repeatedly placing on his face by the hand, she is Soratha ragini. 


While there is a woman in the painting holding a lotus, yet the painting does not seem to 
construe with the text. 

The painting is divided into two basic parts (pl. 32.2). The upper half depicts the upper 
storey of palace and the lower half depicts the garden and the path in front. The palace upper 
storey is ornamented by the karigurá pattern. An aristocratic lady sits at ajharokha. She holds 
a lotus in her hand and seems to watch an aristocrat or prince on horseback on the path 
below. The man is fully dressed with a quiver of arrows and holding a bow and arrow in his 
hands, He is escorted in front by an attendant on foot who holds a spear. In fact, it appears 
that the nayika is watching the nayaka depart for a battle or some contest. 


+ The word ‘kalam’ in the second pada means a rice-sprout. It seems to be a mistake for 'kamala' or 
lotus. 
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. SRE 11.2. 172-174. 

. Ibid., 173-174. 

. Ibid., 172-173. 

SR Il. 2.Gramaragadipariksanam. 757-758. 
. Ibid., 855-856. 

. RK, 2.89. 

. उत्तुङ्गपीनस्तनलोलहारा। 

कर्णोत्पलालिध्वनिदत्तचिता | | 

प्रियान्तिक याति विलोलवाहुः। 

सौराष्ट्रिका कूडूमलिप्तगल्ला। | Ibid., 2.90. 
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Malavasri 


alavaéri is referred to as a limb (anga) of Malavakaisika in the SR! The RK has 
an early ragadhyana which is important as it becomes the basis for all the later 


chitrapadas. It says: 


She has a blooming red lotus in her hand. Both her cheeks are lit up with the soft smile. Sitting of her own 


free will under the mango tree, Malavasri, indeed, always shines." 


This spells the basic iconography for this melody, viz. a lady with a lotus in her hand, who 


is said to be sitting under a tree. 
The Bharat Kala Bhavan folio has a similar textual iconography. However, the visual 


depiction is quite different. 


Bharat Kala Khavan Text: 
मालश्री 

नीलारविन्दस्य दलाणि पाणौ 
विभावयन्ती तनुहेमयष्टिः | 
माल्लुरवृक्षस्य तले निषण्णां 

रागो हि यः माल( श्री )+ प्रदिष्ट; | 


Malasri 
Nilàravindasya dalani panau 
Vibhdvayanti tanuhemayasti | 
* Daleni panau has been emended to dalàni panau. 


t Nikhinna has been emended to nisanna. 
+ Málarama seems to be a mistake for Malasri. 
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33.1 Malavasri Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/28 


Mállüravrksasya tale nisanna 
Rago hi yah Mala(éri) pradistah || 


The metre is Upajati. 


Translation: Scrutinizing the petals of a blue-lotus in her hand, she, with the body like a 
golden stick, sits under the malüra tree. Indeed, that raga is known as Malasri.” 


The painted version just does not coordinate with the textual inscription. It depicts a 
woman standing, flanked by two peacocks (pl. 33.1). The scene is placed outside, in a grove, as 
suggested by the presence of the three trees there. One is a banana tree; the other two seem 
to be stylistically represented but may represent the malüra tree. The painting is a symphony 
of green and blue colours. It is one of the rare paintings which have been completed. It is 
possible that there may have been an error in inscribing the chitrapada in this painting as the 
pada and chitra just do not relate to each other. 

The RV has the following verse: “The slender bodied one who is under the mango tree, 
sings sweetly and is smiling for her husband, the doe-eye one has a lotus in her hand, delighted 
by a flower garland is Mālāśrī,” 

The SD has the following verse: “Bearing a red-lotus on the palm, scrutinising it, she with 
a slender, creeper-like body, sits under the mango tree. She has a slight smile, she indeed is 
Malavaéri.”* 

The textual iconography is almost the same, except that the maliira tree has been 
substituted by the mango tree as has been mentioned in the RK. 

The Chawand series also has a ragachitra of Malavasri, Its chitrapada is as follows: 
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332 Malavasri Ragini, c 1605 cE, Chawand, Los Angeles County Museum of Art (LACMA), USA, Accession no. M 


9.16 


Gem Palace Text: 
मालश्रीरागिणी 

फुल्लारविंदस्य दलाणि पाणौ' 
विभावयन्ती' तनुदेहवल्ली | 
मालूरवृक्षस्य तले निषण्णा' 
श्रोणीमृदुर्मालश्रिका$ प्रदिष्टा | | 


Malasriragini 

Phullaravindasya dalani panau 
Vibhávayanti tanudehavalli I 
Málüravrksasya tale nisanna 
Sronimrdurmalasrika pradistà || 


The metre is Upajati 


Translation: Scrutinizing the petals of a blooming lotus in her palm, with a slim and sinuous 


body, she with soft hips is sitting under the malüra tree. Thus has Malasrika been declared, 


The ragachitra depicts a two-storeyed mansion with two bedrooms, one each on the 
ground floor and first floor (pl. 33.2). A nayikà is seated in the courtyard with her companion. 
An attendant waves a fly-whisk over the nayikà who appears to be waiting for her lover. The 
nayika is plucking petals from a flower to while away time. Two crudely painted deers can be 
seen frolicking in the foreground. A dual skyline is depicted which has both rolling clouds and 
a star-studded sky. 


The Gem Palace text retains the same textual iconography except that it reverts to the 
malura tree. 


Gem Palace Text: 
मालश्रीरागिर्णी 

फुल्लारविंदस्य दलाणि पाणौ 
विभावयन्ती तनुदेहवल्ली' | 
मालूरवृक्षस्य तले निषण्णा 
श्रोणीमृदुर्मालश्रिका प्रदिष्टा" | | 


Malasriragini 
Phullaravindasya dalàni pànau 


* Dalánihas been emended to dalàni. 

T Bibhàvayànti has been corrected to vibhávayanti. 
t Nasand has been emended to nisanná, 

§ Malasika has been emended to malasrika, 


4 Ragani of the inscription is here corrected to rdgini. 


** The visarga isi 
he visarga is incorrect at both places and so has been removed 
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Vibhavayanti tanudehavalli | 
Málüravrksasya tale niganná 


Sronimrdurmalasrika pradista || 
The metre is Upajati. 


Translation: Scrutinizing the petals of a blooming lotus in her palm, with a slim and sinuous 
body, she with soft hips is sitting under the málüra tree, Thus has Malaérika been declared. 


The view of a single chamber open to view and a portico in front is common enough in 
this series (pl. 33.3). Typical red walls and coffered door are seen. The floor is painted blue 
here. A fresh white bed-sheet has been spread over an orange-gold one. A blue and yellow 
bolster and a green-orange cushion are placed on the bed. A few flowers are scattered on the 
bed. A mirror and accoutrements for adorning are also seen. A pana-dana or betel box is seen 
below the bed. A lady is seated outside under an awning, plucking the petals of a pink lotus. 
The foreground is seen with the usual steps and water-pots. The dome of the chamber and a 
pavilion on the terrace are seen. A peacock is seen perched above the portico. It seems that 
the nàyikà is waiting for her lover. While waiting, she passes her time by plucking the petals 
of a flower. She could be making flower ornaments for herself as indicated in the RM’. It 
could also indicate that she is gathering these petals to scatter them on the bed to bedeck her 
apartment. One notices small details like the snow-white fresh sheet and items of $rrigara. 
She could also strew them on her lover to greet him when he comes to welcome him. In 
this context, the Amarusataka has an interesting verse on how the beloved greets her lover 
after he returns home. "Instead of blue-lotuses, she has made a long festoon (to decorate the 
chamber) of her glances, instead of strewing flowers of jasmine etc, she strewed upon him the 
flowers of her smile, instead of sprinkling water from the pot (to greet him) it was the sweat 
of her breasts. In this way, that slender one performed all the rites of welcoming her beloved 
by her limbs"? 

The málüra tree is mentioned here which is either the bae! tree (Sgele marmelos) or the 
kapittha or kaitha (Limonia acidissima). What is surprising is the particular trees chosen. They 
have heavy, hard shell fruits, If they fall, they are likely to injure the skull of a person seated 
below! The sahakara or rasála (mango tree) appears to be more logical. 


ENDNOTES 
1, याता (5) Hai मालवकैशिकस्य पूर्णस्वरा सग्रहविश्रमांशा। 
गेयादभुते वीररसे दिनस्य हेमन्तकाले प्रहरे चतुर्थ | SR, 11.2.Ragargoparngapariksanam.d0. 
2. प्रफुल्लरक्तोत्पलपाणिरेषा 
मन्दस्मितोद्‌भासितगल्लयुग्मा। 
स्वैरं निषण्णा सहकारमूले 
विभाति नित्यं किल मालवश्री;। । RK, 2.115. Galla is not a very sophisticated use. However, gallayugma 
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could indicate the two dimples, especially since the literal meaning of galla is the part of the 


cheek near the corners of the mouth. 


, तन्वीरसालतलगा कलगाना सस्मिता प्रति स्वपतिम्‌। 


मृंगदूकरगतकमला मालाश्रीर्मालयोल्लसिता | | RV 5.210. 

रक्तोत्पलं हस्ततले दधाना 

विभावयन्ती तनुदेहवल्ली। 

रसालवृक्षस्य तले निषण्णा 

स्तोकस्मिता सा किल मालवश्रीः। । SD, Ragadhyaya, dhyana of v. 73. 


, कुसुम रचित भूषन पहिरि विहरत पिय के संग। 


मालसिरी नव योवना हसतहि सहित अनंग। । RM, 124. 

दत्तः स्वेदमुचा पयोधरभरेयार्घो न कुम्भाम्भसा 

स्वैरेवावयवैः प्रियस्य विशतस्तन्व्या कृत मङ्गलम्‌।। Amarusataka, edited by Pradyumna Pande (Varanasi: 
Chowkhamba, 2000), v. 45. 
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Gunakari 


unakari does not appear to be a very ancient ragini. It is possibly Gaudakrti referred 

to in the SRT! The AP? refers to Gudagriva as born of Vasanta. The SPS? refers to 

Gundagiri as born of Vasanta. These appear to refer to Gunakari, which in the Bharat 
Kala Bhavan ragachitra is explicitly referred to as being born from Vasanta. 


Bharat Kala Bhavan Text: 
गुणकरी 
कल्पतरूगुच्छ'लाञ्छित- 
कनकघटाग्रत:' कृता विचरन्ती 
गुणगणयुक्ता गुणकरि 
वसन्तरागस्य (प्रदिष्टा ? )$ 11 


Gunakari 
Kalpatariguchchhalarichhita- 
Kanakaghat(à)gratah krtà vicharanti 
Gunaganayuktà Gunakari 
Vasantardgasya (pradista?) || 


* Guchha has been corrected to guchchha. 

+ Ghatendgratah is erroneous and has been emended to suit the metre and grammar. 

+ Gunakari though written with a dirgha ‘7, has been here understood as hrasva “Ë to fit the metre. 
The third pada has been slightly emended to complete it. 

$ The fourth pada is incomplete. Pradista has been suggested, It was probably what was intended to 
complete the meaning and metre. 
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841 Gunakari Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/12 


The metre is Arya. 


Translation: In front of the gold pots, marked by a cluster of wishing tree, Gunakari roams 
about, endowed with virtuous qualities and is (said to be) of Vasanta. 


The text and image coordinate as it does depict a woman tending to a plant in a pot, 
presumably that of the kalpataru (pl. 34.1). This is a wish-fulfilling tree, which indicates that 
she does it to fulfill some wish. What could it be? From a verse of the SD, it appears that the 
Gunakari nayika is a prositapatikd nayika, one whose husband is away. So her wish to the 
wish-fulfilling tree would be the return of her husband! 

The text of the verse is as follows: 


Overcome with sorrow, her reddened eyes have an unhappy look, with bent head, her slim body is grey 
with dust, whose beautiful chignon is loosened as her beloved is far away, she, who is emaciated by 


sorrow is known as Gunakari. 


This is the typical prositapatika nayika, who does not massage herself with unguents to 
keep her body shining, she has an unkempt appearance, does not oil her hair or braid it or 
adorn herself in any manner. This is the reason the ndyika is tending to wish-fulfilling plants 


as she longs for her beloved to return. 


Gem Palace Text: 
गुणकरीरागिणी 
कल्पतरूगुच्छफुल्ला' 


* Chchha has been aaded to complete the metre and meaning. 
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सितकनकघटान्ति(क )गतपुष्पच(या) ।' 
तन्वीगुणगणयुक्ता 
गुणकरिरिंदीवरश्यामा | it 


Gunakariragini 
Kalpataruguchchaphulla 
Sitakanakaghatàntikagatapuspachaya | 
Tanvigunaganayukta 
Gunakaririndivarasgyamé || 


Comment: The metre is Arya. The verse has been adapted due to the requirements of the 
metre and for metrical propriety (chhandasaurasya). Hence, a detailed note on the breakup 


of the verse as regards its metre has been given 


Translation: Blooming like a spray of the wishing tree, plucking flowers near the white-gold 
pots, the slender one endowed with virtuous qualities is Gunakari, dark like the blue lotus. 


The pictorial space is, as usual, divided into three divisions (pl. 34.2). The upper register 
is the high horizon and the sky. It appears to be evening time as there is no sun. The middle 
register has the architectural component along with the main protagonist. 

The lower register has the steps, the water-pots, plants and sometimes, as here, an animal. 
The convention of inserting an animal in the lower register is seen in the Chawand Series 
of 1605 CE and inherited from that. This is sometimes seen in these series too. It seems that 
the idea may have derived from the concept of the animal vahana regularly mentioned in 
the dhyana mantras, as for example, in the SR, which is an important musicological text of 
Mewar. At some stage it may have connoted the animal vahana. The 17" century depictions 
are, however, merely hackneyed and do not, in most cases, indicate the animal vahana. These 
are only suggestive of the iconography of the past. The animal here is a goat. It is shown in an 
animated manner, frisking about, chewing the leaves of the plant besides. Since the early texts 
do not really refer to this rágini, a ragadhyana is not known and consequently, the animal 
váhana or vehicle of Gunakari is not known. 

The middle register shows the marble architecture and the open view of a single room, 
a vacant bedchamber. The prositapatika viyogini nayika is seated outside on a red rug with 
a blue and green border. The primary iconography of this ragint is the nayika tending to the 
pots of the Kalpataru or wish-fulfilling tree. This motif of the kalpataru (the magical wish- 
fulfilling tree) or the Kalpalatà (the magical wish-fulfilling creeper) said to fulfill all desires of 
mortals are important motifs in art since ancient times. At the Stupa of Bharhut (2 century 
BC) they figured as a recurrent theme to fulfill all material desires. In this ragini, the nayika’s 
desire is not a material one, but that of union with her beloved who is away. 


* Ka has been added and ya of (chaya) is yà. 
t Oneriis missing which has been added. 
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Two trees are shown; one with yellow blossoms inside the premises and the other, a 
mango tree, is shown outside. A peacock, a parrot and a beautiful migratory bird are depicted 
in the foliage, Two monkeys frolic on the eaves and dome of the building. 

Gunakari is now sung as raga Gunakali. 


ENDNOTES 

1. SRT, M. 2.128. 

2. हिन्दोला कोसिका रामगिरिश्चपद्ममञ्जरी। 
गुडग्रीवा$थ देशाख्या-संवदन्ति वसन्तजा : | । AP, 238.17. 

3. SPS, 3.86. 

4. शोकाभिभूतनयनारूणदीनदृष्टिः 
नम्राननाधरणिधूसरगात्रयष्टिः। 
आमुक्तचारूकबरीप्रियदूरवृत्ता 
संकीर्तिता गुणकरी करूणात्कृशाङ्गी | | SD. Ragadhyaya, dhyana of verse 56. 

5. Arya is a complex metre. It has 12 matras in its first and third padas, 18 mdtras is the second pada 
and 15 matras in the fourth pada. 
First pada — the first pada has three ganas of 4 matras each. The first gana has 4 matras provided 
by क <q त (ka [pa ta). The second gana is रू गुच्छ (ru gu chchha) (4 matras). This is a जगण (jagana, 
ie. laghu, guru, laghu) which is permissible in the second gana of the visama pada (i.e. first and 
third padas). This is consistent with the meaning. फु ल्ला (phu lla) means 4 matras. The entire first 


pada now has 12 matras in 3 ganas of matras each which is the requirement of the Arya. 

The second pada has 4 ganas of 4 matras each, plus guru at the end, giving a total of 18 matras. 
The first gana of the second pada is सि त क न (si ta ka na) which is 4 matras, and the second gana 
is क घ रा (ka gha ta) which is also 4 matras. The third gana has to be either a जगण (jagana) or a 
chaturlaghu. The latter applies to न्ति क ग त (nti ka ga ta). The fourth is पु ष्प च (pu spa cha) which is 
4 matras again. We have 16 matras and now an extra guru is required at the end which is provided 
by a (ya). 

The third pada has 3 ganas of 4 mátràs each. Thus, we have त न्वी (tan vi) in the first gana (4 
mátrás), गु ण ग ण (gu na ga na) in the second gana (4 matras) and यु क्ता (yu kta) in the third gana 
(4 matras). 

The fourth pada has the following break up of matrds, viz. 4+4+1+4+2 = 15 mātrās. In this pada, 
the first gana has गु ण क ft (gu na ka ri = 4 mátrás). (The last ri is not dirgha as it would become 5 
mátràs), रिं दी (rin di) is 4 matras, The third gana has only one matra of one syllable, which is व (va) 


here, X श्या (ra $ya) is 4 mátrás again and md is a guru at the end, making up 2 matras. 
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Dhanaáéri 


T he image of Dhanasri is that of a dusky woman, drawing the picture of her absent 
husband or lover. This is a situation of vipralambha srigara and she is a virahani 
nayika. The ancient texts do not refer to this ragini. It finds only passing mention in 

the SR which gives only its melodic structure but no ragadhyana.' 

One of the earliest ragadhyanas is given in the RK. It is as follows, 


She is the dusky image of a blue lotus. She is drawing her beloved, (painful) due to separation, her breast 
gleams, besmeared with sandalwood paste, Dhannàsikà is splendid because of her charming attire.” 


The husband or the lover has gone away and in his absence, the nayika, remembering him 
sketches him. She appears to be a prositapatika ndyikd. However, the third and fourth padas 
of the verse describe her besmeared with sandalwood paste and in a charming dress which is 
contradictory to the situation of the prositapatika. Perhaps the viraha or separation is coming 
to a close and she is getting ready to meet her beloved. Or, perhaps, the poet did not think the 
verse through and created a paradox! However, the basic iconography of Dhanasri may be 
seen here, viz. a vírahani nayika drawing her husband/lover in his absence. 

The RV has the following verse, "With the lustre like that of the dürva grass, inconsolable 
due to separation, weeping as she draws her husband on the cloth, The breasts are wet (due 
to tears), with pale cheeks and a bound chignon’, (such is) Dhanasri." The RV resolves the 
paradox and the Commentary clearly states the ndyikd to be a prositapatika." 

The Bharat Kala Bhavan rdgachitra has almost the same iconography. The chitrapada is 


as follows: 
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35.1 Dhanasri Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/20 


Bharat Kala Bhavan Text: 
धन्याश्री 

दूर्वादलश्यामशरीररम्या 

कान्तं लिखन्ती फलकैकहस्ता। 
बालागलल्लोचनवारिबिंदु- 

-भिः' निष्पन्दधौतस्तना धनाश्रीः।। 


Dhanyasri 

Diirvadala$yamasariraramyd 

Kantam likhanti phalakaikahastd | 
Balagalallochanavaribindu 

-bhih nispandadhautastanà Dhandsrih || 


The metre is Upajati. 


Translation: With the beautiful body, dusky as the dürva, drawing the beloved with a drawing 
board in hand, the maiden Dhanáéri, by tear-drops falling from her eyes, has breasts which are 
throbless and washed (by tears). 


There is text and image coordination. The painting shows a maiden with what one 
presumes to be a drawing board (pl. 35.1). There is a bed chamber to the right and to the left. 
She sits outside and in between both the chambers. What is indeed a little peculiar are the 
niches of wine bottles and cups drawn above the eaves! Perhaps it was an afterthought and 
added later to indicate a double storey building or the drawing of the eaves was an error. 
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The SD, retains the same iconography. The verse is as follows: 


With an attractive body dusky like a heap of diirvd, she points her lover being unhappy because of 
separation, bearing tears on her pale cheek’ due to misery, with throbless, shining breasts (such) is 
Dhanaéri.® 


The Dhanašri ragachitra of Sahibdin has the following chitrapada: 


Sahibdin Text: 
धनासीरीदीपकरागिणी। 
ूर्वादलश्यामतनुर्मनोज्ञा। 

कान्तं लिखन्ती फलकैकहस्ता।। 
बालागलल्लोचनवारिबिदुः।। 
निषिक्तधौतस्तनका धनासी 


Dhanasiri Dipakaragint 
Durvadalagyamatanurmanojnia | 
Kantam likhanti phalakaikahasta || 
Balagalallochanavaribinduh | 
Nisiktadhautastanakà* Dhanasi || 


Translation: With an attractive body dusky like a heap of dirva, she paints her lover being 
unhappy because of separation. There are tear drops falling from the maiden’s eyes. By the 
sprinkling (of tear drops) has Dhanasi become one with wet breasts. 


The painting is divided into two unequal halves with a narrow strip of blue sky on the 
top (pl. 35.2). The central space is taken up by a vignette of the room of a mansion, which is 
open to view, as the curtains have been lifted up. The facade of the mansion is painted with a 
series of blue merlons and projecting eaves. The chamber is supported by plain columns with 
brackets. The wall is yellow and the floor is red with niches and coffered doors partly open 
behind. On a simple green carpet, a nayika sits against a large blue bolster. She is attractive 
but dusky like the dürvà grass, as described in the chitrapada, She is making a sketch of her 
lover or the nayaka on a board. A small inkpot is kept beside her. The artist has made an 
attempt to show a painting within a painting. She wears a peach odhani with a peach tie and 
dye ghághará and a yellow blouse, A companion sits in front of her admiring her sketch. 


* Svete kapole here does not mean to white or fair cheek, as she has already been described as dusky. 
It means that she is pale and wan due to misery. 

t Kanta has been corrected to kantam. 

t Balallochanavaribindu is incorrect, both grammatically and according to the metre. The pada is 
incomplete and has two syllables missing, viz. 'gala' which have been inserted to complete the 
metre and meaning. 

§ Nirasiktadhütastanakà has been emended to nisiktadhautastanika for chhandasaurasya and 


correct meaning. 
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A chauri bearer stands behind fanning her. The foreground shows steps leading up and a 
guard who stands facing an elephant bedecked with gold ornaments. The presence of the 
elephant is not directly comprehensible. Perhaps, it suggests the vehicle for the lover who is 
to come. However, there is a possibility that this is a continuation of a formulaic convention 
that was seen in earlier series too and also in some of the paintings of the Chawand series 
where an animal is invariably seen in the foreground but does not seem to have any logical 
connection with the painting, Perhaps this is to do with the convention of vahana of the 
earlier ragadhyana. 
The Gem Palace ragachitra has the following chitrapada: 


Gem Palace Text: 
धनसिरीरागिणी 
दूर्वादलश्यामतनुर्मनोज्ञा 
कान्तंलिखन्ती फलकेकहस्ता। 
बालागलल्लोचनवारिबिंदुः' 
निर्धूयधनश्रीँ तमभ्यनक्ती* । । 


Dhanasiriragint 
Durvadalasyamatanurmanojnia 
Kantamlikhanti phalakaikahasta | 
Balagalallochanavaribinduh 
Nirdhiyadhanasri tamabhyanakti | | 


The metre is Upajati 


Translation: With a body dusky as a dürvà heap, charming and drawing the lover with a 
drawing board in one hand, the maiden Dhanaári, by tear-drops falling from her eyes, wipes it 
(the picture) off and (then) anoints it again. 


The pictorial space, as usual, is divided into three, viz. the garden courtyard with steps 
in the foreground, the marble architecture of the mansion in the centre space which houses 
the n@yika and the high horizon of the upper register (pl. 35.3). The marble mansion depicts 
a room open to view and possibly a corridor or porch outside it. The absence of the lover is 
indicated by the fact that there is no bed in the room. The prositapatika nayika and her sakhi 
(companion) sit inside the room. Contrary to the text, she is depicted as gauri (fair) instead of 
$yama (dusky). In fact, the maid waiting outside is dusky, The yearning nayikd, to while away 


* Bhih is an additional syllable, The entire is a Bahuvrihi samasa and does not require the 
instrumental case to be added. The addition has been a misunderstanding and also spoils the 
metre. 

t Nihdhüh has to be understood as nirdhüya and Dhanasari has to be read as Dhansri for the sake of 
the metre. 

£ Tastanaktihas been emended to tamabhyanakti. 
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her time fruitfully, is drawing her beloved on a drawing board. One can see that the artist has 
actually drawn the figure of a man on the board. One is reminded of the Meghadüta, where 
the Yaksa and his wife are in separation for a year. The Yaksa draws the figure of his wife 
on a rock-face with dhaturdga (mineral chalk)’, This has since then become a most clichéd 
image of vipralambha &rrigára. One can see that several centuries later, it is being employed in 
these paintings. 'Tasvira bandtd hoon main, tasvira nahin banti'is the well known lyric of a 20^ 
century Bollywood movie, which talks of a lover (in separation) saying that he tries to make 
her portrait, but is unable to do so? Why would that be? The text of the Dhanaéri ragini has the 
answer. It says that the tears falling constantly from her eyes erase the drawing; she has then 
to anoint the board to paint again! Truly, a very poignant flourish to the verse. The peacock in 
the foreground symbolizes the absent lover. The absence of the sun ín the sky indicates that 
the time for this raga is the evening. A mango tree and a partially depicted banana tree are 
shown. Two parrots are carefully camouflaged amidst the greenery of the mango tree. 


ENDNOTES 


- 


. षड्जग्रहांशा मन्यासा गपाल्पा ऋषभोज्झिता। 
सर्वर्तुषु प्राक्प्रहरे रसे वीरे नियोजिता।। 
धन्नासी गीयते षड्जे जाता कैशिकमध्यमात्‌। | SR, II.2 Rágargopargapariksanam.64. 
2. नीलोप्तलश्यामलमूतिरिषा प्रियं लिखन्ती विरहेण युक्ता। 
श्रीखण्डचर्चा विलसत्कुचास्या धन्नासिका भाति मनोज्ञवेषा | | RK, 2.119. 
3. अस्थिरधम्मिला would have made for a better reading for the prositapatika. 
4. दूर्वाभविभा विरहासहा लिखन्ती पटे पति रूदती। 
स्रपितकुचा सितगल्ला स्थिरधम्मिलु] धनाश्री : | | RV, 5.177. 
5. प्रोषितपतिका नायिका । । Commentary on RV, 5.177. 
6. ध्यानम्‌ 
दूर्वादलश्यामतनुर्मनोज्ञा 
कान्तं लिखन्ती विरहेण दूना | 
श्वेते कपोले दधती दृगम्बु- 


निष्पन्दनिर्धौतकुचा धनाश्री; | | SD, Ragadhyaya, dhyana of v. 74. 
7. Meghadita, Uttaramegha.45. 
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Patamafijari 


atamaiijani is an ancient raga and has been mentioned as a bhasa of Hindola in the BD! 
The name is actually Prathamamafijari which means ‘first blossom’ (of the mango). 
The AP? refers to it as Padmamaiijari (possibly Prathamamaiijari) and also Hindola as 
derived from Vasanta. This is supported by the SPS too, which says that it is born of Vasanta.? 
In fact, Hindola and Vasanta are ragas which are very close. Vasanta was termed Desi Hindola. 
Thus, Prathamamafijari seems to be of the Vasanta-Hindola group of ragas. The SR makes a 
passing reference to it. 
The Bharat Kala Bhavan and the Gem Palace texts of the Patamafijari painting have 
exactly the same text. 


Bharat Kala Bhavan and Gem Palace Text: 
पटमञ्जरीरागिणी 

वियोगिनी क्लान्तिविशीर्णपुष्पा 

म्रजं वहन्ती वपुषतिशुष्का | 

आश्वास्यमाना प्रियया च सख्या 

विधूसराङ्गी पटमञ्जरीयम्‌। । 


Patamafijariragini 
Viyogini klantivisirnapuspa 
Srajam vahanti vapusatišuska | 
Asvasyamana priyayd cha sakhyà 
Vidhüsaràngi Patamafijariyam || 
* Vitirnapuspaih of Bharat Kala Bhavan and vitirnapuspam of Gem Palace has been emended to 
visirnapuspa. 
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lara AA mat etfi a प्पनि% tae Jm 
मख्याविधरोगी पढ मे जरी ये।। 4 i 


36.1 Patamañjari Ragini, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/5 


The metre is Upajati. 


Translation: She is love-lorn, her weariness leads to the scattering of flowers, bearing a 
garland, with a dried body and is being consoled by her dear friend, she is Patamarijari who 


has dusty-grey limbs. 


Both the Bharat Kala Bhavan and Gem Palace texts construe well with the images (pls. 36.1 
& 36.2). Both show the nayika along with her companion, who, one assumes, is attempting 
to console her. In the Bharat Kala Bhavan folio, the arms of the nayika are actually painted a 
dusty grey. 

Kalidasa, in the Meghadita, states that the heart of a woman is easily withered, like a 
flower. 
is usually the case when a Jady is separated from her husband or lover, who might be away. 
She, then, would be classified as the prositapatikà náyikà. Bhasa's Vasavadatta, Sundari in 
the Saundarananda, the Yaksi of Meghadüta and Sita in the Aśokavāțikā are the well known 
prositapatikd ndyikds, Such a náyikà does not beautify or adorn herself in any manner; she 
does not put perfumed oils or unguents on her body, she does not braid her hair with fresh 
flowers and is indifferent, even careless of her appearance, In this verse, we notice that her 
body has become very dry, flowers have wilted and fallen from her hair, her body is dusty-grey 
and she is completely indifferent to her appearance, Her mental anguish is being assuaged 
by her friend, Her physical torment is indicated by her carrying a garland, which suggests 
that she needs something cool to assuage her. Here, the sthayi bhava is rati. The dlambana 
vibhava is the absent nayaka, Klanti (i.e, rama or kheda) is the sañchārī bhava. Normally, 
nirveda is the sthayi bhava of santa rasa; but in viraha, it is safichári bhava. Bhavabhiti in his 
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Uttararamacharita says "tatastham nairdsyat; i.e. out of despair it (the heart) has become 
indifferent, or further, ‘api cha kalugam vipriyavasat; i.e. ‘and it is despondent because of 
unhappiness. 

Gunibhütavyangya dhvani is suggested in this verse. The entire verse suggests or is 
connotative of viraha or vipralambha srigara, but even more appealing is the patent 
description of the náyikà. The verse has a simple description of the virahini nayika, but it is 
appealing and constructs a symbol. The náyikà is careless of her appearance. This carelessness 
is suggestive of deep anguish. She herself has wilted like a flower, Here, the word-picture of 
the lady is beautiful. The dhvani of viyoga has, thus, become subsidiary to the denotative 
statement. 

The prositapatika nayika iconography continued to the 18^ century too. The RM says tha’ 
“Patamajijari, sitting silently, with pen and paper in hand writes a letter to her beloved.” 


ENDNOTES 


1. भाषा हिन्दोलके ह्येषा कथिता प्रथममञ्जरी | | BD, p.120. 
2. हिन्दोला कोसिका रामगिरिश्चपद्ममञ्जरी | 
गुडग्रीवा$थ देशाख्या संवदन्ति वसन्तजा: | | AP, 238.17. 
3. आन्दोला कैशिकी चैव तथा प्रथममञ्जरी। 
गुण्डगिरी देवशाखा रामग्री षठ्‌(ड्‌) वसन्तजाः।। SPS, 3.86. 
4. गान्धारगति(श्‌) चौहाली वेगरञ्यासावरी च। 
आडी कामोदिका नीलोत्पली प्रथममञ्जरी।। SR, IL2.Ragañgopangapariksanam.15; 
भोगवर्द्धनिका भाषा ककुभे या पुरोदिता। 
तदङ्गमेषा पांशांन्तग्रहा प्रथममञ्जरी | | Ibid, 3.Bhasarigapariksanam.92. 
5. Meghadiita, Purvamegha.9. 
6 लै कर कागज कलम तिय बैठी सुंदर भौन। 
पिय को पाती लिखति है पटमंजरि करि मौन । । RM, 248. 
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9 


Miscellancous 


Degakha | Sindhura and Nata | Kamoda | Karnata 


Maru | Malavakaisika | Natanarayana 


Desakha 


ne of the earliest references to raga Desakha is found in the AP! It says that Desakha 
is born out of Vasanta. In Sàrangadeva's SRT, the musical structure of the raga is 
mentioned: It says that raga Degakha is produced by Gandhara-pafichama which 


incidentally exhibits three rasas namely hasya, vismaya and karuna.3 From this we know that 


the basic characteristic of raga Desakha, primarily being entertainment arising out of humour 


and wonder, is derived from its parent raga Gandhara-pafichama. It is also evident that no 
deification of the raga happened in the 13^ century. The SR mentions Desakha being bom 
out of Gandhara-paiichama but differs in terms of the rasas. Here, the rasas being exhibited 
are śrůgāra and karuna. Also, the text for the first time mentions a ragadhyana. Desakha is 
described as fair complexioned (gauravarna), wearing yellow clothes (pitavastra), and sitting 
on a very big ram.* 


The ragadhyana of the RK has the following verse: 


With a face charming like the full moon, with eyes like the full blown lotus, moving to and fro, tall, joyous, 
with playful arms, she is called De$aksi by the best of sages.” 


Bharat Kala Bhavan Tekt; 
देशाखरागो 

आस्फोटनाभि: कृतरोमहर्षो 
निरुद्वसंयुक्तविशालबाहु; | 
प्रांशुप्रचण्डद्युतिरिंदुगौरो* 
देशाखराग: किल मल्लमूर्तिः' । । 


* Pramsah has been emended to pramsu and gaura to gauro. 


+ Mala has been emended to malla. 
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37.1 Desakha Raga, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/16 
Desakharago 
Asphotanabhih krtaromaharso 
Niruddhasamyuktavigalabahuh | 
Pramsuprachandadyutirimdugauro 
Desakharagah kila mallamürtih || 


The metre is Upajati 


Translation: By resounding clapping of the body, with hair standing on edge, with massive 
arms which are joined and restrained with a fierce glow, fair like the moon, such is the Desakha 
raga which is, indeed, the image of a wrestler. 


Suddenly, in the Bharat Kala Bhavan folio, Desakha demonstrates an athletic iconography. 
The text also speaks of the image of an athlete or wrestler. The ragachitra depicts two men 
about to commence a duel (pl. 37.1). They both hold swords in their hands and one holds 
a shield also. There is a banner in the duel arena. This is the ‘arikavinoda’ or ‘duel-sport’ 
described in the 12^ century CE text, the Mànasollasa.* There is a graphic description of the 
contest, Eight different types of arika are enumerated’, viz. paribhütànka (combat for women), 
matsaranka (due to jealousy), bhiimyanka (for land), birudanka (due to false pride), vidyanka 
(contest over skill in weapons), vairdrika (due to revenge), drohanka (punishment by king 
to a criminal) and prayaschitàrka (to be redeemed from sin), While these are the general 
causes, the immediate cause of provocation are also given, viz. piling abuse on someone, 
cutting off someone's hair, spitting on someone's face etc’, In the birudanka, the contestant 
rides a buffalo, carries a torch in daylight and sets out to challenge the other with music and 
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instrumental accompaniments’, Perhaps the melody sung and played might have been the 
Desakha that was used in the context of this and other sporting contests. 

These combats were performed in front of the king. However, it must not be understood 
that this sport was undertaken for the mere amusement of the king. It was fought under the 
special circumstances adumbrated above. The just king was supposed to deter people from 
such duels and permit them only in special circumstances." A special arena, with a pavilion 
for spectators was made, there was one door with steps and ornamented by an archway. There 
was a banner decorated with leaves from the lemon tree." It may be pointed out that festoons 
of mango-leaves was and is still common on marigalika or auspicious, joyous occasions. Lemon 
and lemon leaves are used to ward off the ‘evil eye’, Here, perhaps so that the tremendous 
prowess of the combatants may not get jinxed!! 

The fight generally took place on a Saturday”, The contestants, having entered the arena, 
assumed the tortoise posture or kürmásana, saluted the king and were proclaimed separately". 
The winner was rewarded with clothes, gold, ornaments, villages, horses, gold-coins and 
pension for life. The relatives of the dead were also protected and helped financially". 

The contestants wore silk of five colours, which came up to the knee and also wore gold”. 
They also wore a necklace with big beads of shells ($arkhajairmanibhihsthülaih).^ 

The Bharat Kala Bhavan painting is very close to this description. The garment in green 
or blue extends to the knees, they wear gold, as also a necklace with large beads, presumably 
of shells. 

In SD, Desakha manifests in vira rasa with hair standing on the edge, standing on the 
head which is bound by sportive arms, tall, fierce, with a moon like colour. Such is Desakha as 
described by the sages." 


Gem Palace Text: 

देसाखरागिनी' 

आस्फोटनाभि: कृतरोमहर्षो 
नियुद्धसत्रद्धविशालबाहुः | 
प्रांशुप्रचण्डद्युतिरिँदुगौरो 

देसाखराग; किल मल्लमूर्ति;।। 
Desakharagini 

Asphotandbhih krtaromaharso 
Niyuddhasannaddhavisalabahuh | 
Prarh$uprachandadyutirirhdugauro 
Desakharagah kila mallamürtih 11 


The metre is Upajáti. 


* Raganihas been emended to ragini, 
+ Nabih has been emended to nabhih. 
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Translation: By resounding clapping of the body, with hair standing on edge (goose bumps), 
with massive arms engaged in close combat, tall, with a fierce glow, fair like the moon, such is 
the Desakha raga which is, indeed, the image of a wrestler. 


There is a close text-image co-ordination (pl. 37.2). All the men in the painting are fair 
bodied, tall, fierce and one assumes, they may have been executing actions of resounding 
clapping of the hands, They are about to start a combat. The men have fine whiskers and 
moustaches. They have bare torsos and the hair on the chest is finely drawn. They wear tight 
drawers which are patterned in blue, yellow and olive green colours. The painting has an 
interesting imagery of both the wrestler and acrobat. The acrobatic figure in the centre has 
its genesis in the ragadhyana of SD. The acrobat has a head stand position and his head is 
encircled by his arms around it. ; 

This is the mallavinoda or entertainment by wrestlers. The earliest depiction of acrobats 
is seen on a sculpted pillar fragment of Bharhut currently housed in the Allahabad Museum. 
It is, thus, more than 2000 years old. It depicts acrobats standing on top of each other to 
make a pyramid formation. The pillar itself is the mallastambha or malla khambha, the 
acrobat's pillar against which he practices his exercises. This is also graphically described in 
the Manasollàsa." It speaks of three types of mallas. The jyesthaka who were heavy weight 
wrestlers were the uttama (best) type, the antarajyesthaka or the middle weight were the 
madhyama (middling) type and the goval who were the kanistha (small) type. The textual 
description makes it plain that these are the uttama type as they are described as tall, fair, 
well-built and vigorous. Two such jyestha wrestlers are depicted here. They have fine whiskers 
and moustaches, wear brightly patterned drawers, and wear gold strings and kadas or bangles. 
What is interesting that though athletic and masculine, their palms are depicted as feminine 
and delicately drawn. Actually, this is a legacy from the mural paintings of ancient India, 
where the palms, irrespective of gender and age, also always drawn in the pallava or tender 
leaf-like idiom. There is no sun in the background and the evening time is indicated. Thus, it 
appears that they are practicing Bahupellanaka.? This was practiced at evening time and this 
calisthenics helped develop the arms and the grip. In the centre, can be seen a man who is 
practising on the mallastambha. A pillar was placed firmly which was smeared with chandana 
(sandalwood) etc. The malla performed exercise by climbing up with his thigh, arms and chest, 
clinging firmly to the pillar. He went up and down and by this stambhasrama he developed a 
healthy and strong body”. It appears that the melody played with these exercises or contests 
was the Desakha ragini. 

Interestingly, the RM mentions the battlefield, It refers to the warriors who, having tied 
their weapons, are ready to win the group of enemies in the battle,” The iconography of Nata 


and Deśākha have been mixed up here. 
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ENDNOTES 


1. हिन्दोला कोसिका रामगिरिश्चपद्ममञ्जरी | 
गुडग्रीवाऽथ देशाख्यासंवदन्ति वसन्तजा: । | AP, 238.17. 
2. तज्जा स्फुरितगान्धारा देशाख्या वर्जितर्षभा | । 
ग्रहोशन्यासगान्धारा निमन्द्रा च समस्वरा | SRT, 101.2.105. 
3. Ibid. 


4. देशाख्या गग्रहांशान्ता गान्थारस्फुरिता विरिः। 

गान्धारपञ्चमस्याङ्गं शृङ्गारे गीयते जनै; । । 

करूणेर्श q च गायन्ति निमन्द्रा UH I 

पञ्चमेनोज्झिता चेयं न रूण्ड;( 2) कैश्चिदुच्यते । । 

षड्जेनापि विहीनेयं गीयते ववचिदेव हि। 

समस्वरा च संमूर्णा वेणुप्रावीण्यशालिभिः।। 

गौरवर्ण पीतवस्त्रा महामेषमुपाश्रिता । | SR, IL2.Ragangopangapariksanam.86-88. 
5. सम्पूर्णशीतांशुमनोज्ञवकत्रा प्रफुल्लराजीवविलोलनेत्रा। 


WY: प्रसन्ना सविलासबाहु्देशाक्षिकेयं गदिता मुनीन्द्रैः । । RK, 2.161. 
6. Manasollasa vol. 2, edited by G.K. Shrigondekar, (Baroda: Gaekwad Oriental Society, 1939), vimáati 


4, ch.5, vs. 828-878. 
7. परिभूताङ्क इत्येष विश्रुतो जनसंसदि। 
एकवेश्यानिमित्तेन कामक्रोधविमोहितः। | 
इर्ष्यया युध्यते यस्तु मत्सराङ्कः स उच्चते। 
गृहक्षेत्रादिहरणात्‌ सीमाव्याजाच्च युध्यते । । 
देशलाभनिमित्ताच्च भूम्यङ्को नामतो हि सः। 
एकमुद्दिश्य सर्वान्वा बिरूदं पाठयेत्तु यः।। 
गाययेद्वादयेद्वाऽपि काहलां वा मदोद्धतः। 
आरुह्य महिषं दर्प (पाद्‌) दिवा दीपं प्रदीपयेत्‌ | 
तृणानि विकिरन्‌ वीथ्यां बिरूदाङ्को निगद्यते। 
शस्त्रविद्यावलेपेन युद्धवृत्या विजीविषुः | । 
युध्यते यस्तु स ज्ञेयो विद्याङ्की नाम नामतः। 
पित्रादिमारणाद्भतं वैरं संस्मृत्य युध्यते | 
aug इति नामास्य कृतवान्‌ सोमभूपतिः। 
कृतापराधक राजा योधयेन्निग्रहाय यम्‌ । | 
तादृशेन द्वितीयेन zrerg : सोऽभिधीयते | 
कृत्वा पापानि यो मोहाद्विरक्तोऽभ्येत्य भूपतिः (तिम्‌) । । 
यध्येताद्य (घ) निवृत्यर्थ प्रायश्चित्ताङ्क उच्यते i 
एवं विवादसम्पन्नान्‌ वारयेद्युद्धकर्मण;। | 
अशक्यत्वात्ततो पश्चाद्योधयेद्धार्मिको नृप;। 
ईदृशाष्टविधानङ्कान्योधयन्‌ पृथिवीपतिः | | Ibid., vs, 832-841. 
अभिधानं नाम तेषां कारणैश्च पृथक्‌ TTA | 
गालिभिस्ताडनैमूर्घहननैर्दलबन्थनै: | | 
आस्याताम्बूलघातैश्व केशानां छेदनैरपि | 
एतैरन्यैश्च विविधैः कारणौयोँ ऽभिभूयते | | Ibid., vs. 830-831. 
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9. गाययेद्वादयेद्वाऽपि काहला वा मदोद्धतः। 
आरूह्य महिषं दर्ष(्पाद्‌) दिवा दीपं प्रदीपयेत्‌ I 
तृणानि विकिरन्‌ वीथ्यां बिरूदाङ्को निगद्यते। 
शस्त्रविद्यावलेपेन युद्धवृत्या विजीविषुः। । Ibid., vs. 835-836. 
10. युध्येताद्य (घ) निवृत्यर्थ प्रायभ्चित्ताङ्क उच्यते। 
एवं विवादसम्पन्नान्‌ वारयंद्युद्धकर्मण । । 
अशक्यत्वात्ततो पश्चाद्योधयेद्धार्मिको नृप! । 
ईदृशाष्टविधाङ्कान्योधयन्‌ पृथिवीपतिः।। 
पापं नाप्रोति तेषां च व्याजपापं व्यपोहति। 
कारयेत्खलक राजा तुङ्गं वृत्तं समं दृढम्‌ । | Ibid., vs. 840-842. 
. पापं नाप्रोति तेषां च व्याजपापं व्यपोहति। 
कारयेत्खलक राजा तुङ्गं वृत्तं समं qe 
द्यष्टहस्तसुविस्तार्ण त्रिगणं परिणाहतः। 
द्वात्रिशन्मेढकैर्युक्त द्वारेणैकेन TITA i 
निम्बपत्रै: पताकाभिमेंढकाग्राणि भूषयेत्‌। | 
BR सोपानसंयुक्त कुर्यात्तोरणमण्डितम्‌ | 
अधिष्ठितं दण्डधरैः खलक लक्षणान्वितम्‌ | 
खलकेन समाम्सेधे कुर्याद्वीक्षणमण्डपम्‌।। 
विशालं age a च सवितानं च साङ्गणम। 
मध्ये वेदिकया युक्तं चित्रभित्तिसमन्वितम्‌।। 
सुधाधवलितं रम्यं श्लक्ष्णकुट्रिमशोभितम्‌। 
स्वर्णपट्टपिनद्धैश्च स्तम्भैः सुपरिमण्डितम्‌ | | 1010., vs. 842-847. 
12. वारे शनैश्वरे सोऽयमङ्कानाहूय योधयेत्‌। 
प्रतिज्ञां शृणुयात्तेषां विविधां शौर्यशालिनीम्‌ । | Ibid., vs. 848. 
13. प्रविश्य खलक सर्वे कृतकुर्मासनक्रियाः। 
प्रणमन्तो महीपालं विज्ञपेयुः पृथक्‌ पृथक्‌ | Ibid., v. 864. 
14. प्रतिज्ञापालकानां तु जयं दद्यान्नृपः स्वयम्‌। 
प्रसाददानक भूरि वस्त्रकाञ्चनभूषणम्‌।। 
ग्रामानश्वांस्तथा निष्कान्‌ वृत्तिं दत्वा तु जीवितम्‌। 
मृतानां बन्धुरक्षार्थ परलोकक्रियाकृते 1 | 
कृपादानं प्रदातव्यं काञ्चनं भूरि भूभुजा । 
एवमृक्तविनोदेन दिनशेषं समाप्य च | | Ibid., vs. 875-877, 
15, पञ्चवर्णकपट्टांश्च वसाना जानुलम्बिन;। 
सौवर्ण दधतो रम्यं पट्टिकावेष्टितं दलम्‌ 1 Ibid., v. 862. 
16. शङ्कजैर्मणिभिः स्थूलैः कृतकण्डविभूषणा;। 
पीतलोहितपट्टेश्च शोभिताश्चावलम्बने | | Ibid., v. 863. 
17, वीररसे व्यञ्जितरोमहर्षा | 
शिरोधराबद्धविलासबाहुः। | 
परशुः प्रचण्डा किल चन्द्ररागा। 


देशाख्या संज्ञा कथिता मुनीन्द्रै; । 1 SD, Ragadhydya, Dhyana on v. 61. 
18. Manasollasa, vol. 2, vimsati 4, ch.5, vs. 879-896. 
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19. सायङ्काले विधातव्यो बाहूपेल्लणक: श्रमः। 

आश्लेषयोग्य(ग्यं) सुश्लक्ष्णमूर्ध( ध्व) बाहुतलोन्नतम्‌। | Ibid., v. 949. 
20, दृढं निखानितं स्तम्भं चर्चितं चन्दनादिना | 

उत्लुत्याक्रम्य सविथभ्यां बाहुभ्यां चैव वक्षसा।। 

दृढं सम्पीड्य तं स्तम्भं पद्ध्यामूर्ध्व समा श्रयेत्‌। 

बाहुभ्यां च ततोरूभ्यामावर्तनविवर्तनैः।। 

अधश्चोर्ध्व च संश्लेष्य स्तम्भेन श्रममाचरेत्‌। 


एवं कृतश्रमा मल्लाः पुष्टा हृष्टा; समागताः । । Ibid., v. 950-952. 
21. RM, 258, 
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Sindhura and Nata 


Raga Sindhura (Sindhu) 


indhura is possibly Saindhavi. Four variations of this melody have been described by 
Sarangadeva in his SRT. Prathama Saindhavi was a bhasa of Takka raga and sung for 
all rasas (sarvarase).' Dvitiya Saindhavi was a bhasa of Pafichama raga’ and Tritiya 
Saindhavi of Malavakaisika’, both to be sung for all bhavas and rasas. Chaturtha Saindhavi 
was a bhasa of Bhinnasadja raga and used to augment the prevailing rasa.* Rana Kumbha in 
his SR refers to Saindhavi, the bhasa of Takka raga of the sadjagrama.? What is significant is 
that two centuries after SR, the bhasa is said to be sung for only vira and adbhuta rasas. The 
SR says that in the “theatrical performances depicting battle, it is used for vira (valour) and 
adbhuta (wonder) rasas.” In the 17^ century, the ragadhyana of RV also gives an iconography 
which highlights the martial character of the raga, driving an elephant and eager for battle. 
“With a tall body, massive thighs, dressed in red, with the emblem of a trisüla or trident, fair, 
movement on an elephant, desirous of battle and extremely aggressive is Saindhavi.” 
The above said seems to be borne out by both the textual and visual iconography of 


ragachitra Sindhura of the Gem Palace series. 


Gem Palace Text; 
रागसिंधुरी 
तुरंगमस्कन्धनिबद्धबाहु;' 
स्वर्णप्रभाभूषणवर्णगात्रः | 


* The incoherent text has been emended. 
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संग्रामभूमिं विचरन्‌ प्रतापी' 
चाले को. । रागिणी सिंधु 


Ragasindhuri 
Turangamaskandhanibaddhabahuh 
Svarnaprabhabhisanavarnagatrah | 
Sangràmabhümim vicharan pratapi 
Nato yah ........ ranga...... ragini Sindhu || 


The metre is Upajati. 


Translation: With the arm placed on the shoulder of the horse, with his body brilliant with 
the golden lustre of ornaments, the valorous one moving about in the battlefield, like an actor 
on stage,..... is called ragini Sindhu. 


This text is extremely corrupt and is full of errors. It is one of the worst written scripts of 
the ragachitra series. 

The verse clearly revolves round the battlefield (pl. 38.1). It talks of the ‘valorous one 
(pratapi) moving about the battlefield’ This particular choice of the word pratapi, here, seems 
to have a double entendre, meaning both the ‘valourous one’ as also subtly referring to Pratap. 
The reference to this mighty one being on his horse is also significant, as the close connection 
of Rana Pratap and his horse is well known. 

The visual imagery spells this out even more clearly. At the primary level, this appeais to 
be simply the painting of the battlefield. However, a careful perusal of the colours and motifs 
chosen as also a close acquaintance with the history of the Mewar helps decode the painting, 
wherein different layers of meaning are revealed. 

What is most striking in this painting is the unusual turmeric (haldi) yellow of the battle 
ground (bhumi, ghati). In fact, this shade of haldi yellow is not seen in any other ragachitra 
except for Todi. Interestingly enough, the soil of the Haldighati valley still stains the finger a 
turmeric yellow. This colour cannot be merely dusted off and has to be washed off! 

This most unusual choice of colour is not whimsical but has a semantic function. This 
is to indicate the Haldighati which formed the backdrop of the battle. The Haldighati battle 
was the major battle fought between Rana Pratap of Mewar and Raja Mansingh Kachhwaha 
representing the Mughals in 1576 CE, The latter commanded the Mughal forces on an elephant 
in the battlefield, The painting depicts a large elephant, presumably of the Mughal army. The 
flag carried by the mahout bears close resemblance to the Mughal, which had a ‘lion and sun. 
This has the lion on it, The elephant seems to dominate the painting. In fact, the name of the 
raga as ‘Sindhura’ is noteworthy since this word means an ‘elephant’ At closer look, however, 
one observes that the horseman on a royally decorated steed in the foreground has pierced 


* Ghrtasi has been emended to pratapi. 


+ Words not clear. 
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the elephant with his spear. It is possible that this denotes Rana Pratap on his famous horse 
Chetaka, and there is an attempt to show the discomfiture of Mansingh. 

However, the result of the battle was well-known. Rana Pratap lost, had to flee the 
battlefield and live in exile for nearly 21 years. The battle was lost not due to lack of courage but 
destiny favoured the Mughals. This very statement is artistically articulated by the presence of 
the heavenly hoor (angel) hovering in the battlefield. In fact, the outcrop of hills behind and 
the angel are painted in the Persian style. 

The textual iconography and part of its visual imagery seem to be based on raga Nata of 
the Mewar Bharat Kala Bhavan series. 


ENDNOTES 
1. SR, IL2.Ragángopángapariksanam.177-178. 
2. Ibid, 179-180. 
8. Ibid., 180-181. 
4. Ibid., 182. 
5. फावे, 2.Gramaragadipariksanam.778. 
6. वीराद्भुतरसा योज्या संग्रामे नाट्यकर्मणि | Ibid., 779. 
7. RV 5.215. 


Nata 


Bharat Kala Bhavan Text: 
नटरागः 

तुरंगमस्कन्धनिबद्धरागः' 
शोणप्रभाशोणितशूरगात्रः। 
संग्रामभूम्यां विचरन्‌ प्रतापः 
नाटोयमुक्त: किल काल...... । । 


Nataragah 
Turangamaskandhanibaddharagah 
Sonaprabhasonitasiragatrah | 
Sarigrémabhiimyam vicharan Pratapah 
Natoyamuktah kila kdla.......1 | 


* Monier Williams, 872. The word ‘raga’ is a very strange usage here and one is almost tempted to 
reject it as a mistake, However, the word (apart from its usual meaning of ‘colour, 100९, ‘musical 
mode’) also has the sense of ‘any vehement desire’ and ‘a prince, ‘king’; V.S. Apte, Sanskrit Hindi 
Dictionary (New Delhi: Kamal Prakashan, 2005), 915. 

Apte also includes the meaning of ‘krodha and ‘rosa’, both meaning ‘wrath’. 


+ The last word is incorrectly written and not clear. 
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38.2 Nata Raga, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/3 


Translation: Passion which is fastened on the shoulder of the horse (or the ‘king who is 
passion’) with the red glow of a bloodied brave limb, Pratap (valour) moving about in the 
battlefield, he is called Nata, verily death (the image of death?). 


The meaning then would be something like this, “The king (who is passion itself) who has 
fastened (himself), on the shoulder of the horse.’ 

Here, Pratap is valour incarnate, moving about on the battlefield (pl. 38.2). Since the 
name of the raga is Nata or actor, it appears that this raga was sung to the heroic enactments 
of the deeds of Rana Pratap. 

Indeed, there were many stories and legends about him, about the battle of Haldighati 
and about his days in exile from 1576-1597 cE. It is possible that these were enacted amongst 
the people too. Indeed, in raga Nata, it seems as if the curtain is raised and the actors enact 
their role on stage where the main protagonist would be Rana Pratap, the man on horseback. 
The foreground figures of the Gem Palace series clearly mirror the soldier with shield prostrate 
on the ground of the Bharat Kala Bhavan series, 

This rdgachitra of the Bharat Kala Bhavan series is significant as it seems to reflect the 
date of this series. Raga Nata of the Bharat Kala Bhavan series seems to be an enactment of 
the Haldighati battle, Rana Pratap died at Chawand in 1597 CE. We know that the 1605 cE 
ragachitra series was painted at Chawand. It is possible that the Bharat Kala Bhavan series 
was painted sometime in the last two or perhaps even the last decade of the 16" century and 
not 1575 CE as generally assumed, In any case this has been an approximate date conveying 
the broad time period. 

By the time the Gem Palace series was painted, Mewar was dominated by the Mughals 
and hence the battle has been tactfully painted without giving offense to any side. Even the 
name of the raga is indicated under the guise of Sindhur rather than Nata. In fact, it is perhaps 
for this reason that the raga Nata is not included in this series. 
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Kamoda 


IK has a very varying textual iconography This is because there were 

melodic variations of Kamoda that were sung. The SRT describes the 

‘adhunaprasiddhadesiragah’, i.e. ‘the current well-known rāgas In this section, 
Kamoda is described as of two varieties, viz. Prathamakamoda and Dvitiyakamoda. 
Prathamakamodais said to be derived from the Sajdamadhyama játi, belongs to the sadjagrama 
scale, has high sadja for its initial notes, dhaivata as ara or fundamental note and equipoised 
notes. Dvitiyakamoda is said to have been born form Sadji jati of the sadjagrama scale, with 
sadja as its intial, fundamental and final note? A further melodic derivative of Kamoda is 
said to be the Sirnhalikamoda.? This is said to be an upáriga of Kamoda and is imbued with 
its characteristics. Its particular characteristic, distinguishing it was its 'kampradhaivata; i.e. 
a gamaka or melodic ornament of a ‘shaking’ dhaivata note. Adikamodika mentioned in the 
SRT*, despite its name, is not derived from Kàmoda but from Bangali. 

One must point out here that it is noteworthy that this raga is said to be derived directly 
from a jati, which gives it the status of a gramaraga. In fact, Rana Kumbhà of Mewar follows 
the SRT closely as regards this raga, viz. Kamoda as a grámarága born of Sadjamadhyamà 
and the other of Sadji jati. What is of great significance is that SR clearly refers to both the 
Kàmodas as gramaragas! Was this an attempt to revive a lost tradition? The SR also mentions 
the Sirnhalikamoda’®, The SR gives one of earliest rdgadhydnas, "That which is called Kamoda 
is remembered as going on a krauficha (as a vehicle), fair and in blue apparel". The SPS has 
almost the same ragadhydna’, It, however, treats the raga as a bhasa of Patichama’. 

The complete ragadhyana is evolved in the RK. It is a secular iconography and is visualized 
as a charming, young man surrounded by women. "In yellow garments, with blooming lotus 
eyes, in the centre of a circle of damsels, the charming youth Kamoda raga always shines with 
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39.1 Kamoda Raga, c. 1575 cE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/34 


his smiling, bright face.”” It is noteworthy that Kamoda is a raga here not ragini and the image 


is that of a masculine protagonist. 
The Bharat Kala Bhavan painting has a completely different textual iconography. It refers 
to Kamoda not as a debonair, lady-charmer but as a deeply religious person chanting on the 


banks of the Ganges. 


Bharat Kala Bhavan Text: 
कामोदः 

अक्षमालां करे यस्य 

वसनं शाबरीत्वचा | 

जपं जह्ुसुतातीरें 

स कामोद: प्रकीर्तितः | । 


Kamodah 

Aksamálam kare yasya 
Vasanam $abarityacha | 
Japam Jahnusutatire 

Sa Kamodah prakirtitah 11 


The metre is Anustupa. 


Translation: In whose hand is the rosary, whose garment is the sábari bark", whose chanting 


is on the banks of the Ganges, he is known as Kamoda. 


* Jahnuvatitare has been emended to jahnusutatire. 
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The Bharat Kala Bhavan ragachitra transforms the textual iconography from that of 
érigara rasa to bhakti rasa. The text refers to an anchorite dressed in deer-skin chanting near 
the banks of the Ganges. The painting, however, shows two men, one playing the vind and 
the other the castanets. Both are singing, presumably, devotional songs. They are not dressed 
in deer-skin but wear dhotis, turbans, ornaments ete. They are also not near the Ganges, but 
seated outside a bed chamber. The latter, however, is a ubiquitous feature of early Mewari 
painting and is formulaic. The painting is almost complete, except for the colouring of the 
lion-head on top of the eaves-bracket, and that of two pitchers, In fact, in the painting of the 
right pitcher, the artist has erroneously filled up the negative space first. 

Nisardi had also painted the Kamoda raga as we know that the text of Asavari begins 
with ‘aksamalam kare’ (the text of Kamoda) which had then been cancelled. The same textual 


iconography is seen in the Gem Palace series. 


Gem Palace Text: 
कामोदरागिणी 
अक्षमाला करे धृत्वा 
वसानस्सारङ्गत्वच :। 
जपन्‌ जहुसुतातीरे 
कामोद परिकीर्तित:।। 


Kamodaragini 
Aksamalam kare dhrtva 
Vasanassarangatvachah | 
Japan Jahnusutatire 
Kamoda parikirtitah 11 


The metre is Anustupa. 


Translation: Having held the rosary in his hand, wearing the deer-skin, chanting on the banks 
of the Ganges so is Kamoda celebrated. 


Even though the painter has captioned Kamoda as ragini, it is a raga. The protagonist of 
the verse is a male, as he is described in the masculine gender and the image also supports 
this. 

The text of the painting suggests a hermit near the Ganges, but in actuality it is the scene 
of worship by an aristocrat in his mansion. The nobleman is performing puja or worship in his 
püjà-grha or prayer-room. Two rooms of the mansion are depicted, both open to the viewer. 
On the left is the bedroom of the nobleman, his dhoti or lower garment is seen hanging on a 
peg. On the right is the püja-grha. The absence of footwear in the courtyard indicates that he 
is an inhabitant of this mansion and has stepped into the puja-grha from inside. Thus, both 


* Türavatvachah has been emended to sárargatvachah. 
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the sacred and the secular space are shown juxtaposed to each other. It depicts the Rajput 
aristocrat who lived both a full material life and a devout religious one. 

That he is a ksatriya or Rajput aristocrat, is evident by his fine whiskers and moustache 
as also by the absence of his yajfiopavita or sacred thread. The 'pitambara' image of the RK is 
seen here. These are, however, not the yellow garments of a dandy but the auspicious, yellow 
silk dhoti worn for religious rituals and pūjā. The püjásthána (consecrated place for prayer) is 
meticulously depicted with all its paraphernalia; the gold sirhhasana (throne for the deities) 
with the chhatra or canopy, the white conch-shell for the ¢ankha-nada or blowing of the 
conch-shell and the gold ghanti (bell) and the árátrikam or drati. The Grati or árütrikam" is 
performed twice in devout Hindu households, once in the morning and once in the evenings. 
Since the 'ever-pervasive sun' is not depicted in this painting, one assumes that this is the 
evening arati. 

Some texts like the RV, SD and later texts like RM refer to a Kamodi or Kamodika which 
has a very different iconography. It speaks of a woman wandering in the woods, remembering 
her husband/lover and weeping. 

The RVhas the following verse: “In yellow muslin, with beautiful black hair, overwrought 
with fear and remembering her husband, made (even more) unhappy by the call of the 
cuckoo, Kamodi weeps in the forest."? 

The commentary says that she is a prositapatika nayika. The SD too has a similar 
iconography: "Wearing yellow garments, the beautiful haired one, weeps in the forest, being 
made unhappy by the cry of the cuckoo. Looking in the different directions (i.e. hither and 
thither) Kamodika remembers (thus) her lover" The RM also gives a similar iconography.” 

The iconography in no way relates to that of Kamoda, and is, in fact, very similar to raga 
Kakubha. It seems that while Kamoda was a raga with jati affiliations, Kamodika was a later, 
subsidiary melodic form. It is also quite possible that this ragini could have been derived from 
quite another source as the Adi Kamodika of the SRT suggests. It is not surprising, then, that 
the iconography of the two was quite different. 


ENDNOTES 


L प्रथमकामोदः 
तारषड्जग्रह; wes षड्जमाध्यमिकोद्धवः | | 
गतारमन्द्र; कामोदो धांश; सान्त; समस्वर; | 
इति प्रथमकामोद; SRT, 11.2.166-167. 


2. द्वितीयकामोद; 
षड्जे षाड्जीभव; षड्जग्रहांशन्याससयुत; | | 
समस्वरो$न्य; कमोदो मन्द्रगान्धारसुन्दर;। 
इति द्वितीयकामोद; Ibid., 1.2.167-168. 
3. कामोदोपाङ्गम्‌ 
सिंहलीकामोदा 


कामोदोपाङ्गमाख्याता कामोदा सिंहली बुधै;। | 
कामोदलक्षणोपेता ममन्द्रा कम्प्रधेवता | 
इति सिंहलीकामोदा । 1010., 11.2.141. 
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4. आडिकामोदिका 
आडिकामोदिका तज्जा ग्रहांशन्यासधैवता i 
mra तारगान्धारा गुर्वाज्ञायां समस्वरा । । 


इत्याडिकामोदिका । Ibid., 11.2. 117. 
. SR, IL2.Ragángopángapariksanam. 54-56. 


wil 


2 


. Ibid. Bhasangapariksanam M3. 

7. कामोदाहयं (रव्यं) क्रौज्वगामिगौरं नीलाम्बरं स्मृतम्‌। Ibid., H.2.Ragángopángapariksanam.57; Monier 
Williams, 323. The Monier Williams Dictionary gives two, types of birds, viz. ‘a kind of curlew' and 
‘an osprey. 

8. नीलाम्बरा गौरदेहा कामोदा क्रौञ्चयायिनी । SPS, 3. 104. 

9. बङ्गाला मधुरा चैव कामोदा चोक्ष(चाक्ष) साटिका । 

देवगिरी च देवाला तासां लक्षणमुच्यते । । Ibid., 3. 102. AP speaks of Kamoda as belonging to the Megha 

family (AP, 238.20). It may be pointed out that Megha raga is also a sadjagrama raga and also has 

the dhaivata as the fundamental note (SR, II.2 164-165). This seems not unlike the Prathamakamoda 


of SRT. 
10. पीताम्बरः फुलूसरोजनेत्रो नितम्बिनीमण्डलमध्यवर्ती | 
युवा मनोज्ञः स्मितभासुरास्यः कामोदरागो नितरां विभाति | | RK, 2.166. 
11. Williams, 1065. Sabara is given as Symplocs Racemosa (Sanskrit Lodhra). 
12. The holy flame (or the vessel containing it) which is waived before a deity during worship. 


13. पीतांशुका सुकेशी शितिः स्मरन्ती पतिं भयाकुलदृक्‌। 
पिकनादेन विदूना कामोदी कानने रूदती | | RV, 197. 


14. SD, Ragadhydya.69. 
15. अथ पंचम कमोद रागनी लक्षन 


दोहा 
पीत बसन पहिंरै तिया पीत बदन नहि मोद। 
केस खोलि Data फिरत बन बन कही कमोद।। RM, 294. 
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Karnata 


T he melodic mode Karnata or Karnati has two iconographic themes. One is associated 
with a king/hero slaying an elephant and the other which depicts the melody as a king 
or aristocrat who is being eulogized by bards (presumably) for some laudable feat, 

though this is not explicit and is only inferred. 

The ragadhyanas from 15*-17^ centuries also suggest the above said iconography; either 
they associate the raga with an elephant or as a king eulogised by his bards. The earliest 
reference to ‘Karnati’ is in the Bhasalaksana chapter of the BD.! The AP states that Karnati is 
bom of Bhairava? The SRT does not give the suddha (pure) Karnata raga but only its misra 
(mixed) forms, viz. Karnatabangala? and Karnatagauda.‘ Karnati is also referred to in the SR. 
Following the BD, it is said to have a complete octave (piirna).° 

The rágadhyàna, in SR, describes the melody as follows: “One who wears dark clothes, 
who is blue (dusky) complexioned and one who rides an excellent elephant." At another 
place, it also refers to Karnati as evoking the sentiment of fear? The SPS refers to Karnati as 
the bhasa of Bhairava.? The ragadhyana refers to Karnati as: “moving on an elephant, blue 
(dark) limbed, and wearing red garments." The RK refers to the raga as Karnatagauda, but 
the ragadhyana refers to it as Karnata raga. The ragadhyana of RK gives the image of a king. 
It has the following verse: 


“With lotus-eyes and a large canopy, bearing a lotus in his right hand, the king who is 


eulogized by Kinnaras, bar ds etc, Karnata raga has a sword in hand." 


Bharat Kala Bhavan Text: 


कर्णाटराग; 
कृपाणपाणिर्गजदन्तखण्ड - 
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40.1 Karnata Raga, c. 1575 cE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/22 


मेक वहन्‌ दक्षिणकर्णपूरः | 
संस्तूयमानः सुरचारणोधैः' 
कर्णाटरागासितकंजनीलः' | | 


Karnataragah 
Krpanapanirgajadantakhanda 
mekam vahan daksinakarnapürah | 
Samstityamanah suracharanodhaih 
Karnataragasitakanjanilah || 


The metre is Upajati. 


Translation: With a dagger in one hand and bearing a piece of ivory in his right earring, being 
praised by a veritable flood of divine bards, Karnata raga is dark like the blue lotus. 


The text and image construe well with each other. It depicts a dark-skinned king holding 
a sword (not dagger) in his hand (pl. 40.1). He is being lauded by people, presumably bards. 
An attendant, behind him, waves the flywhisk. 

The SD has the following verse: “Bearing a dagger in the hand and a piece of ivory in one’s 
own hand, being eulogized by a flood of divine bards, she is Kanada. She, indeed, is a divine 
image.” 

It is strange that such a masculine iconography should be described in the feminine 


gender. 


* Ogheh has been emended to oghaih. 
+ Kangha is meaningless and has been emended to kañja which is appropriate in the context. 
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The Gem Palace chitrapada is very similar to that of the Bharat Kala Bhavan. 


Gem Palace Text: 
«mentir 
कृपाणपाणिर्गजदन्तमाल्या 
मेक वहन्‌ दक्षिणकर्णपूरे। 
संस्तूयमानः सुरचारणाचे 
कर्णाटराग: शिखिकंठनील;। । 


Kanadaragini 
Krpanapanirgajadantamalya- 
Mekam vahan daksinakarnapüre | 
Saristüyamànah suracharanadyaih 
Karnataragah sikhikanthanilah || 


The metre is Upajati. 


Translation: With a dagger in his hand, wearing a string of ivory (beads) and karnapüra which 
is an ear ornament, being eulogized by knowledgeable divine bards, such is Karnata raga, blue 
like the throat of a peacock. 


One can see that the chitrapada of the Bharat Kala Bhavan and Gem Palace derive their 
iconography from the RK verse. The image of a king holding a sword or dagger in his hands 
and one who is praised by divine bards is similar. An additional image has been added, that 
of him wearing an ivory piece. The SD suggests that he holds a piece of ivory-tusk in the hand. 
Prior to this the RV” text clearly describes him as holding the tusk in the hand. 

“With sword and tusk in hand, the blue-throated one with the ear adorned with a fish 
(ornament) Karnata nourishes (both) the srigara and vira rasa and is dear to women.” This 
seems to have been inspired by connection of this raga with elephants or elephant hunting. 

Actually, the term Karnata or Karnati, itself implies that its origin may have been from 
the region of Karnataka, which was associated with elephant, hunting and ivory-carvers. 
Hence, this raga has since earliest times been associated with the elephant image in some 
manner or the other. The Mewar images of Bharat Kala Bhavan and Gem Palace follow the 
chitrapada closely and do not show any elephant. However, several ragachitras do show the 
main protagonist, resembling Krsna with the moramukta, holding a mace or sword next to a 
slain elephant. Could this suggest Kuvalayapida, the elephant demon, slain by Krsna? One 
many note that Karnata was also pronounced Kanada which came really close to the word 
‘Kanha’ which is used for Krsna. 


* Kanadoragini has been emended to kanadaragini. 
t Krapana has been corrected to krpana. 
t Malla is meaningless here and has been emended to málya. 
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40.2 Karnata Ragini, c. 1640 CE, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no, 50.354/18 
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A mustard border frames the Gem Palace ragachitra (pl. 40.2). The pictorial space is 
divided into three unequal registers. The broadest space is the foreground in which stand 
five male figures; the middle space, less broad in area, depicts the upper storey of a palace 
while the sky is a narrow strip above. The foreground is divided into narrow strip of grass and 
brilliant orange ground both of which have clumps of flowers painted here and there. The 
main protagonist, a prince (personifying Karnata raga) is seated on a caparisoned horse. The 
text and image construe well. Instead of holding a dagger, he holds a lance. However, he does 
wear an ivory-bead string in his neck and earrings, He is also dark-skinned as referred to in 
the chitrapada. The prince being hailed and eulogized by three men, presumably the bards 
referred to in the text. All three wear colourful gheradara jamas, viz. gold gheradara jama, 
red with white print jama and white jama with gaily patterned blue, red, yellow stripes. The 
dresses of these men as well as the clumps of flowers betray Mughal influence. The groom can 
be seen wearing breeches. The middle ground is the depiction of a ‘stand alone’ view of the 
upper storey of a palace. Two ladies of the harem are seated at the jharokhd, possibly looking 
down at the prince and thereby participating in the laudatory process. 

This simple vignette of the upper story of a palace captures much from the architecture 
of the times. The battlement pattern is seen both at Kumbhalgarh and at Udaipur. The band 
of stylized floral ornament in grayish-violet just above the orange ground may be related to 
the stylized floral patterns in Mewar (pl. 27, appendix). A jharokhá protrudes out of the facade 
and florette patterns are seen flanking it. Such jharokhds, florettes and battlement friezes may 
be seen at Udaipur too. Stained glass windows, rendered in a reductionist manner are seen 
next to it. Latticed windows with intricate floral and geometrical design are seen at the City 
Palace Complex. A more decorative variety of stained glass lattice windows include the type 


seen in Maharana Karan Singh's palace. 


ENDNOTES 


L BD, v. 375. 

2 भैरवी गुर्जरी चैव भाषा वेलावली तथा | 

कार्णाटी कलहंसा च षडेता भैरवे मता: | | AP, 238.18. 

SRT, 1.2.126. 

. Ibid., IL.2.156. 

. SR, I1.2.Ragangopangapariksanam.4, 17. 

, Ibid., 113-114; 2.Bhasangapariksanam.108. 

Ibid., 11.2. Ragangopangapariksanam.114, 

Ibid., 2.Bhasangapariksanam.108. 

SPS, 3.90. 

10. Ibid., 3.93. 

11. राजीवनेत्र: पृथुलातपत्रः पद्मं वहन्‌ दक्षिणहस्तकेन | 
स्तुत्यो नृपः किंनरचारणाद्यै: कर्णाटरागः करवालपाणिः। | RK, 2.128. 
‘Karvalapanih’ seems to be an error and has been emended to ‘karalikapanih’. 
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Kinnaras are celestial musicians. 
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12. कृपाणपाणिर्गजदन्तखण्ड 

मेक वहन्ती निजहस्तकेन। 

संस्तूयमाना सुरचारणौधैः 

सा कानड़ेयं किल दिव्यमूर्तिः। । SD, Ragadhyaya, dhyana of v.66. 
13. सासिगजदन्तपाणिर्नीलगलो मीनभूषितः कर्णे। 

शृङ्गारवीरपोषी कर्णारो योषितामिष्टः। । RV, 5.204. 
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Maru 


am is not an ancient ragini. It does not find any reference in ancient and medieval 
musicological texts and no ragadhyana is seen for it. In fact, its origin lies in the 
famous Dholà-Màru folklore of Rajasthan and the ragini must have evolved by the 
singing of this ballad. Ragachitras depicting Maru ragini are not seen before the 17? century. 

One of the earliest painted manuscripts of the Dhola-Maru story from Mewar is seen 
in the National Museum, New Delhi. It has 104 paintings which illustrate the story in detail 
(accession nos. 51.52/1-104). It was executed in Aghatpurnagar (Ahar) as is mentioned in the 
28* folio (accession no. 51.52/28). In the same folio, traces of the date of this manuscript are 
seen in the text on top. It appears to have been executed in vs 1649 or 1592 CE on Chaitra 
Trayodasi or the 13^ day of the Chaitra month (March/April). Certain folios from this 
manuscript depict Dholà and Maru seated on a camel (51.52/90, 51.52/91 and 51.52/93). It 
is significant to note that folio number 90 (pl. 41.1) (accession no. 51/52/90) functioned as a 
paradigmatic model for Maru rdgachitra of Nisardi and Sahibdin as the elements were lifted 
from here and rearranged first by Nisardi in his rendition of Maru rügini in 1605 CE and then 
by Sahibdin in 1628 CE. 

The tale of Dholà and Maru is a popular folk ballad of Rajasthan. Dhola, the prince 
of Narwar, and Maru, the princess of Poongal, are married to each other when they are 
children, In accordance with tradition, Maru stays with her parents till she is old enough for 
her marriage to be consummated. As Dholà grows older, he forgets about Maru and is soon 
enticed by Rewa, the daughter of a gardener, who is also a witch. Maru, meanwhile, awaits 
Dhola’s return but in vain. Dhola is reminded of Maru and his child marriage only when a 
folk bard roaming the streets of Narwan, recites their story. Much to Rewa's dissatisfaction, 
Dholà decides to bring Maru to Narwan. His steed is a faithful camel, given to him as dowry at 
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41.1 Dhola and Maru on camelback, c. 1592 ce, folio from a Dhola-Maru manuscript executed in Aghatpur (Mewar), National 
Museum, New Delhi, Accession no. 51.52/90 


the time of his marriage to Maru. The camel was believed to possess supernatural powers as 
even though it lived in Narwar, it used to fly every night to Poongal to feed. Rewa, fraught with 
jealousy, uses her black magic to create obstacles in Dhola’s path but these are intercepted by 
the camel and Dhola manages to overcome them. There are many versions of this story and in 
one of them, the other wife of Dholà is the princess of Malwa. Dhola’s own mother instructs 
his wife to give him a potent drugged wine every night to make him forget about Maru. In 
another version, Rewa banishes the camel to the swamps where it becomes blind. Whatever 
the version may be, the camel plays a very important part and comes to Dhola's aid. It carries 
Dholà to Poongal, unites him with Maru and then carries both the lovers back to Narwar. 
Dholà and Maru are regarded as the ideal husband and wife. Apart from Rajasthan, this folk 
ballad is also recited in Chattisgarh. 


Chawand Text: 
कहरले का बीण तनु 
रागरि मारूमेव 

कर frag पियु से 
जाण कणेरी काम 


Keharale ka bina tanu 
Ragari Marumeva’ 
Kara nibaddha' piyu se 
Jana kaneri kamat 


* Nágarimáruneva has been emended to Ragarimarumeva. 
+ Nibiddhi has been emended to nibaddha. 
+ Kamba has been emended to kama. 
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41.2 Maru Ragini, c. 1605 cE, Chawand, Kanoria Collection, Patna © Asian Art Archives, University of Michigan, USA 


Translation: The body of the husband is like a lion, (This is indeed) only to ragini Maru. She 
has clasped tightly her hand on to her lover. Know this to be the kanera and the lover. 


An inscription given at the bottom of the painting gives the date of the painting. The year 
is indistinct now. But it has been read by Dr. V.S. Agrawal as vs 1662, i.e. 1605 ८४. The rest of 
the inscription is clear which gives the second day of the month as Vaisakha. It further says 
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that it has been painted by (likhanti) Nisardi in Chaum madhye, i.e. Chawand. The verse has a 
mixture of Rajasthani, Hindi and Sanskrit words. Even now, folk songs in Rajasthan allude to 
the ‘lion-like body of the lover (kesariyd bdlam). 

The rigachitra has a mustard border all around (pl. 41.2). The chitrapada with the name 
of the rügini is on the top and the inscription giving the date below. The painting depicts 
Dholà and Maru seated on a camel. Dholà wears a white diaphanous chakadára jama and 
a white turban. He carries a bow and also a sword and has fine moustaches. Maru is seated 
behind him with her hand fastened around his shoulder as is stated in the chitrapada. She 
wears a red ghaghara, red odhani and a yellow choli. The facial features are in the typical 
Chawand style: fish-like lidless eyes with a small pupil, big nose and a heavy jawline. Both the 
protagonists gaze at each other longingly. There is an attendant walking on foot in front of 
them. The background is dark and depicts a landscape with kanera and other flowers. A high 
horizon is shown. In the foreground, there are two dogs painted, walking amidst tufts of grass. 

The painting of Dhola and Maru against this dark background seems to have been 
modelled on that of the Dhola-Maru painting of the National Museum collection (accession 
no. 51.52/90) which forms the prototype for later ragachitras of Maru. Here, on the proper 
left, Dholà and Maru are seen seated on a camel against a dark landscape with flowering 
shrubs. They are followed by three sentries depicted on the proper right, two on horseback 
and one on foot. Dholà carries a dagger in his sash and holds a bow. A quiver of arrows 
appears to be fastened to the saddle of the camel. Maru clutches on to the shoulder of Dhola 
with her left hand. This image of Dholà and Màru on a camel is seen in the paintings of both 
Nisardi and Sahibdin. In all three folios, Maru clutches on to the shoulder of Dhola with her 
hand. Also, the stance of the camel is similar. Dholà is seen holding the bow in Nisardi's folio 
while in Sahibdin's folio he holds a dagger. In Nisardi's folio, there is only one sentry who is 
depicted in front of the protagonists and in Sahibdin's folio, all three sentries are shown. The 
background in Nisardi's version is dark green, akin to that of the National Museum folio while 
the background in Sahibdin’s version is light green. 

The Chawand verse and that of Sahibdin’s Maru rágini refer to the kanera flower associated 
with love or the lover. Nisardi refers to kaner and the lover and Sahibdin specifically uses the 
words ‘kanirikama’, ‘kama’ here meaning Ananga or Kamadeva. The Garuda Purana describes 
the fast undertaken for Ananga called the Ananga Trayodasi which lasts throughout the year." 
It entails offerings of various flowers; amongst those are also offerings of the Kanera flowers 
and its twigs. Rajasthan, being a very dry and arid place with a dusty climate must not have 
been conducive to a lot of flowers. However, kanera (Nerium oleander) grows here easily. In 

fact, in the Kumbhalagarh fort precincts one can see kanera growing abundantly. Hence, this 
beautiful flower must have been an important offering for the worship of Kamadeva. The poet 
here is drawing an analogy between the closeness of Dholà and Màru and that of the kanera 
flower being closely associated with love or the worship of love. 
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Sahibdin Text: 

मारू राग श्रीरागरागनी 

केसरले की छीण तनु 

रागरि मारू नाम 

करहे........... पियसंग जिसी कणीरी काम 
संवत 1685 वर्षे आसोवद 7 

राणा श्री जगतर्सीघराजेण 

उदैपुर मधै लिखन्ती चितारा साहिबदीन 
बांचणाहा रानै राम 


Maru raga Sriragaragani 

Kesarle kichhina tanu 

Ragari' Maru nama 

Karhe......piyasanga jisi kaniri kama 

Samvat 1685 varse asovada 7 

Rana sri Jagatsingha rajena 

Udaipur madhai likhanti chitara Sahibadina, 
banchanaha Ranai Rama 


Translation: “Maru raga is the ragin of Sri raga and has the slender (trim) body of a lion. The 
name is Maru ragini.......together with her lover, just like the association of kanera with love. 
In the year of Sarhvat 1685, 7^ day of (the month of) Asadha, (in the reign of) Rana Sri Jagat 
Singh raja in Udaipur. The artist who has painted it is Sahibdin, examined by Ranai Rama.” 


There are indistinct traces of a small inscription below. The word ‘marav’ can be discerned. 

The Chawand visual imagery is seen again in the Maru ragachitra of Sahibdin (pl. 41.3). 
The painting has been executed in a sophisticated manner. The box-like compartments, 
characteristic of dealing with the pictorial space in Mewar painting have been done away 
with here. Instead of a dark background, there is a pleasing green undulating ground which 
contrasts with the narrow strip of inky-blue sky. Dhola and Maru are seated on a camel. Dhola 
wears a typical Rajasthani red and white tie and dye turban and a white diaphanous jama. 
He carries a small dagger and a sword. Maru is seated behind with one hand clutching on 
to his shoulder. An attendant walks in front. A dog and two attendants are also seen in the 
foreground. 

As mentioned earlier, the painting of Sahibdin follows that of Nisardi very closely. The 
camel, with its head lifted up as well as the position of its forelegs and hind legs, Dhola with 
his head turned back towards Maru and his hand holding the sword, are similar. However, 
the difference is that in the Chawand version, he holds a bow and in this version, he holds a 
dagger. Maru clutches on to Dholà with her right hand in both the paintings. The attendant, 
who leads the protagonists, has the same stance in both paintings. The foreground is slightly 


* Lam has been emended to le, 
t Nagara has been emended to rágari. 
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41.3 Maru Rágini, c. 1628 cE, Mewar, National Museum, New Delhi 


different since in the Chawand ragachitra, two dogs are shown while in that of Sahibdin, one 
dog and two attendants are shown. Further, in Sahibdin's version, the background is not dark 
but pale green and does not have flowering trees. 

The date mentioned in the chitrapada of Sahibdin's Maru rdgachitra is vs 1685, i.e. 1628 
ck, which is about twenty three years after the execution of the Chawand Maru ragini by 
Nisardi. The word ‘chitara’ in the chitrapada is derived from the Sanskrit word chitrakara 
or artist. It is interesting to note that the ragachitra, upon completion, was examined by a 
certain Ranai Rama, as is indicated by the word 'banchanáh' in the chitrapada. Further, the 
name of the patron, Rana Jagat Singh, also finds mention in the chitrapada. The ragachitra 
was probably examined by an officer from the court since it was meant for the king of Mewar. 
It is a well-known fact that Rana Jagat Singh of Mewar (1628-1652 CE) was a great patron of 
the arts. He was coronated in the month of Vaisakha (April/May) in 1628 CE and this painting 
was completed in the month of Asadha (May/June) in the same year. It is quite probable that 
this painting was made as a part of his coronation celebrations. 


Gem Palace Text: 
मारूरागिणी 


हस्तालिक्वितपार्श्वस्थ 
प्रियाचुम्नमानस:। | 
उष्ट्रारोहिविवृत्तास्यो 
मारूरागमुदाहरन्‌ 


Maruràgini 
Hastàlingitaparsvastha 
Priyachumbanamanasah 
Ustrarohivivrttasyo 
Mirurdgamudaharan’ 


The metre is Anustup. 


Translation: Embracing with his arm the beloved besides him and desirous of kissing her, 
mounted on the camel with the face turned around, such is Maru raga which has been 
exemplified. 


The chitrapada and the chitra do not construe (pl. 41.4). This verse seems to have been 
composed for the visual imagery seen in earlier paintings of raga Maru. In the paintings 
of Nisardi and Sahibdin, Dholà and Maru are seated on a camel and Dhola's face is turned 
towards Maru. 

The ragachitra has a rectangular format. It is divided into two halves and enclosed by a 
mustard yellow border. The upper half of the painting depicts a man and a woman, seated 


* Ragomudavrajan has been emended to ragamudaharan. 
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with their legs folded on an orange mat with a floral print arranged in a lozenge pattern, 
facing each other, There is a flowering tree on either side, a water pot is kept to the left and a 
pikadána or spittoon is placed towards the right. The lady holds a wine flask and offers a cup 
of wine to the man. He holds a shield and sword under his left arm and has a betel leaf in his 
right hand. 

The lady is dressed in the finery befitting a royal lady. She wears profuse jewellery of gold 
and pearls and has a Aundana necklace around her neck. Her borld (forehead ornament), 
earrings, nose-ring and armlets are of gold and pearl while her bangles and anklets are of gold. 
Her odhani is bright blue and diaphanous with a delicate gold border and her lower garment 
is a bright yellow in contrast. It has white dots arranges in floral patterns. 

The man wears a turban with fine lines in red and green with gold highlights, a diaphanous 
white jàmá and a green pyjama. Attention has been given to the folds of the cloth of the jama 
around the arms and below the waist. He is also adorned with jewellery befitting a person 
from a royal house. He wears earrings with pearl beads and two long necklaces. One appears 
to be a pearl necklace with possibly a navaratna (nine gems) pendant. The other is a string of 
pearls, emeralds and rubies. He wears heavy gold kadas and has a thick gold belt around his 
waist. The artist has placed customary sweat patches near his underarms. He carries a sword 
and a shield embellished with gold and pearls. 

This half of the painting is further divided into three horizontal strips, the sky is blue, the 
middle ground is the typical Mewari red and the foreground is pyazi pink. There is a yellow 
canopy above the two figures, seemingly tied to the trees on either side. This canopy indicates 
that the couple seated are a royal couple. 

The lower half of the painting has a very unusual scene depicted. There is a woman 
standing to the left of the composition, dressed in royal finery like that of the lady described 
above. There is a beautifully adorned camel seated before her. It has an elaborate nose halter 
that has white beads strung into a black string. There is a bright blue and red saddle on its 
back and a black necklace with pompoms tied around its neck. An ornament attached to the 
saddle is adorned with bells. A quiver holding a bow and arrows is attached to the saddle. A 
great deal of attention has been paid to the form of the camel. It has large limpid eyes, a well- 
balanced face and pointed ears. The details of its nostrils, the undulations of its face have 
been shown with the help of fine lines in black. The neck curves are in S-shape and there are 
delicate lines along the curves demonstrating the folds of skin. The short bushy tail has been 
carefully and realistically delineated each hair indicated with fine black lines. 

This scene is divided horizontally into two parts. The lower part or foreground is a thin 
strip of bright orange, indicating sand. It depicts tufts of green leaves and white and blue 
flowers. The upper part is dark green and there is a flowering bush painted in here as well, 
indicating that it is not the sky. The action takes place in this dark green portion. This scene 
stands out because of the actions of the lady depicted in it. She holds vines of fresh leaves 
that she feeds to the camel. This is a very unusual thing for a lady of royal lineage to be doing. 

In fact, the entire depiction of raga Maru is very uncommon in that it doesn't follow the 
favoured formula of depicting a couple travelling through the desert on a camel. The artist 
has instead chosen to take two completely different aspects of the story of Dholà-Màru. The 
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upper portion shows Dholà, having forgotten all about Maru, spending time with his second 
wife Rewa. She is offering him wine, alluding to the version of the story where she gave him a 
potent drugged mixture every night to prevent him from remembering anything about Maru. 

According to the story, forlorn and depressed Maru, would cry her woes to anyone who 
was available to listen and ask them to take messages to her groom Dhola. She sent emissaries 
in many forms, including a parrot, who were all intercepted by Rewa. The camel, according 
to the story, was given in Màru's dowry, so lived in Narwan village but used to fly to Poongal 
village every night to feed. One does not come across any version of the tale where Maru met 
the camel before Dholà arrived to get her or used it as an emissary; however, the artist seems 
to have combined these two aspects of the story in this depiction. 

The important thing is that in this unusual depiction of raga Maru, both of Dhola's wives 
are portrayed, possibly at the same time, but in different places. The conniving Rewa is shown 
indulging in her trickery while the abandoned Maru is depicted forsaken and alone, with 
the loyal camel for her company, perhaps narrating her grief to it while feeding it. The camel 
has been delineated with as much care as the rest of the characters indicating that it is an 
integral part of the story. The artist has deliberately shown the four main characters of the 
story in this painting, departing from the tried and tested formula, to bring in variety and a 
new perspective into the depiction. 


ENDNOTES 


1. OC Ganguli, Ragas & Raginis A Pictorial & Iconographic Study of Indian Musical Modes Based 
on Original Sources vol. 2 (Calcutta: Kumar Printers, 1966), 16. Dr. V.S. Agarwal has dated this to 


1605 CE. 
2. Garuda Purana, edited by Ramtej Pandey (Varanasi: Chowkhamba Vidyabhavan, 2005), 17.1. 
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Malavakaisika 


alavakaisika is an ancient gramaraga and is known from atleast the 7^ century CE. 
It is referred to in the BD which says that it had eight bhdsds.' The AP in the 127 
century treats Malavakaisika as derived from $ri? However, from the description 
in the SRT, itis clear that it had the status of a gramaraga as it is said to be derived from Kaisiki 
jati. The SRT says that it was to be used in vira, raudra, adbhuta and vipralambha śrůgāra rasas. 
It was sung in the last quarter of the day in winter for the endearment of Visnu.> The SR also 
describes this raga in its chapter on gramaragas and says that is born of the Kaisiki jati." The 
description follows that of the SRT. The SPS treats Malavakaisiki as a bhasa of $ raga. The 
rügadhyàna describes Malavkaisiki as fair, with a curlew for a vehicle and with red garments 


Early secular iconography is seen in the Bharat Kala Bhavan painting of Malavakaisika. 


Bharat Kala Bhavan Text: 
मालवराग 
विलासिनीचामरचालनेन 

लसति लोलितहेमपीठेन । 
गान्धर्वराट्‌ कान्त्याद्या 
श्रीमालवकैशिकाख्यः | | 


Malavaraga 
Vilasinichamarachalanena 
Lasati’ lolitahemapithena! | 


* Lasati has both the senses, viz. of shining or flashing and also sporting, frolicking. 


T The second line has been edited to construe a proper meaning. 
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42.1 Malava Raga, c. 1575 CE, Mewar, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/10 


Gandharvarat kantyadya' 
Srimalavakaisikakhyah || 


There are scribal errors in this verse as also the metre, which is irregular. The first two 
padas seem to be Upajati, while the latter two seem akin to Anustupa. 


Translation: With the waving of the flywhisk of the damsel and by rocking the golden seat as 
also by (his own) splendor etc, shines the Gandharvarat or king of celestial musicians called 
Sri Malavakaisika. 


In the ragachitra, the Gandharvarat is seen on a hemapitha or gold stool (pl. 42.1). It is 
strange, however, that the chamaradharini is also seated along with him and he is fondling 
her breasts. The beaked noses, swelling torso of the man, the torturous disposition of the 
limbs of the woman and starched fluttering scarves of both are strongly reminiscent of the 
West Indian tradition. The protagonists are flanked by chambers on both sides which are 
rendered in a two-dimensional manner, A lion-head depicted in a stylized manner appears 
to be jutting out of the eaves of the right chamber. A serpentine bracket supports the eaves of 
the left chamber. 

Malavakaisika ragachitra from the Chawand series of 1605 CE has a similar chitrapada. 


Chawand Text; 
मालकोसपुरूषराग; 
नितम्बिनीचामरचालनेन 
लसन्निचोलासनहेमपीठे 


* Kantiradyah has been emended to kantyddya. 
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42.2 Mêlayako$a Raga, c. 1605 CE, Chawand, Bharat Kala Bhavan, Varanasi, Accession no. BKB9070/7 


गान्धर्वराट्‌ कञ्चनकाञ्च्याद्या 
श्रीमालवमालवपञ्चमाख्य; | । 


Malakosapurusaragah 
Nitambinichamarachalanena 
Lasannicholasanahemapithe | 
Gandharvarat kañchanakañchyadya 
Srimálavamálavapafichamàkhyah || , 
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The metre is Upajati. 


Translation: With the fair-hipped damsel waving the flywhisk, shining or resplendent (seated) 
on the counterpane of the golden stool, and by the golden girdle etc, the Gandharvarat (king 
of celestial musicians) is $ri Malava, who is called the fifth of the Malava. 


The ragachitra has a mustard border around the painting (pl. 42.2). The chitrapada or 
the verse of the painting is inscribed on the top. The painted area itself is divided into three 
registers. The broad, central register depicts the Gandharvarat seated on a golden throne. He 
has prominent whiskers and moustaches and a heavy jaw as is usual in the Chawand series. He 
wears a fine, white chakadara jama, typical of the Akbari period and holds a vind in his hands. 
He is flanked by two women who wave the flywhisk (chamara). The scene is set in a palace 
shown ina minimalistic fashion. In the upper register, two peacocks are perched on the palace 
roof, a view very common in Rajasthan. The lower register shows an animal, an antelope here, 
typical of the Chawand series. Perhaps this was a legacy of the earlier ragadhyanas where an 
animal was always mentioned as a vahana. The animal does not match here but is, perhaps, 
a vestige of that tradition. Musicians, possibly celestial ones (Gandharvas), holding castanets 
and a lute are also seen in the lower register. 

The Gem Palace series has the following verse. 


Gem Palace Text: 
मालवकौशिकरागः' 
नितम्बिनीचामरचालनेन 

युक्तो नवलसव्हेमपीठेनां । 
गान्धर्वराट्‌ कञ्चनकाञ्च्याद्या 
श्रीमालवमालवपञ्चमाख्यः। | 


Malavakausikaragah 
Nitambinichamarachalanena 

Yukto navalasathemapithena | 
Gandharvarat kañchanakañchyadya 
Srimálavamálavapafichamákhyah 11 


The metre is Upajati. 
Translation: Being (accompanied) by the fair-hipped damsel waving the fly-whisk, endowed 


with the new, shining, gold stool, and by the golden girdle etc, the Gandharvarat (king of 
celestial musicians) is Sri Malava, who is called the fifth of the Malava. 


* Malakausika has been emended to málavakau&ika. 
T Because of yuktah, pitha will be in the Instrumental case, not Nominative. 
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42,3 Malavakaisika Raga, c. 1640 cE, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no. 50.354/2 


In the ragachitra, the pictorial space is divided into three registers as usual (pl. 42.3). 


The central, broad register depicts a single room vignette. It depicts the Gandharvarat seated 
on a pedestal covered with a red cloth. He sits against a large, yellow, striped bolster. He 
wears a diaphanous white jama and striped yellow and blue pyjamas. The fly-whisk bearer 
stands behind him waving the fly-whisk. She wears a diaphanous white jama, pink pyjamas 
and an orange brown odhani over her head. Two musicians sit on the ground in front of the 
Gandharvarat, one playing a stringed instrument and the other giving the tála or rhythm by 
clapping his hands. The foreground depicts the steps leading up to the room and the usual 
paraphernalia like the pana-dana (betel-box), bottles of wine etc. Two pairs of slippers left 
outside indicate the two outsiders (the musicians) who have come into the palace. The upper 
register shows two domes flanking a low-domed chamber. A squirrel scrambles along the 
eaves, The dome and its finial cut across the top-most register, that of the chitrapada or the 
text of the painting. The night-sky is shown as indicated by the SR. 

This ragachitra has much in common with that of raga $ri (pl. 28.3). The central portion 
of both the ragachitras depict a single-room vignette with a king being entertained by two 
musicians. In Sri, he faces the left and is accompanied by a consort. In Malavakaisika, he faces 
the right and is without a consort. Both have the chamaradháríni or fly-whisk bearer standing 
behind them. The only difference is that of the style of dress. In Sri ragachitra, she wears a 
Rajput dress and in Malavakaisika, she wears a Mughal dress. The wall of the rooms in both is 
red with a dark green dado below. Wine-niches are seen in both the paintings, but a window 
is also seen in the Sri rágachitra. 

Malavakaisika appears to have originated from Malwa or central India. The original 
raga was probably Malava. Kaisika, which is added to it means ‘fine as a hair’ according to 
Abhinavagupta. There appear to have been varieties of Malavakaisika with slightly differing 
iconographies. The ragachitras discussed here are of the fifth raga Malavakausika. We are to 
infer that at least three varieties of Malavakausika seem to have been sung. At present, the 
raga is sung as Malakaunsa. It is, however, not known which of the former variety it is. Even 


now, this raga is sung in the evening. 


ENDNOTES 


1. BD, pp.105,106. 

2. AP 238.16. 

3. SRT, 11.2.70-73. 

4. SR, 2.Graàmaragádipariksanam. 464-476. 
5. SPS, 3.79. 

6. Ibid., 3.82. 
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Natanarayana 


T here is no mention of raga Natanarayana in early musicological texts like BD of 
Matanga and BB of Nanyadeva. It had perhaps developed sometime before the 127 
century as a principal raga which had evolved to have been codified into a text. It is 

possible that melodies were sung to Harihara which became a part of Natanarayana imagery 

too. We do not find iconographic or textual reference until 12 century CE except for the text 

AP wherein we suddenly find a reference to the raga Natanarayana. It is one of the earliest 

texts to mention the six principal ragas. The representation of the ragas in the Jain Kalpasutra 

in the I5? century, then becomes an early visual representation of the raga Natanarayana. The 

SR gives one of its earliest ragadhyanas based on the iconography of Visnu. It is as follows, 

“Blue (dark) complexioned, four-armed like another Narayana with conch-shell, discus, mace 

and vind in hands, his vehicle is that of Garuda; some believe that this is the view for this deity 

by Matanga." 

Because of the name Narayana suffixed to it, the iconography of Visnu is adhered to this 
raga. One notices that it is based solely on the visual form of Visnu and not a composite form 
of Harihara. 

The dhydna of RK too says, “With his dusky body charming as a fresh lotus the splendour 
of the eyes like a blooming lotus, four-armed and by holding the conch-shell, mace, wheel 
(discus?) and lotus, he ever shines as Narayana.” 

The Visnu iconography is carried on in the 17" century, However, we see in the RV that 
the word ‘nata’ meaning an ‘actor’ or ‘dancer’ has been taken into cognizance and the textual 
iconography been developed accordingly. “With a body like that of a blue lotus, with the 
border (of the garment) of yellow silk, with gems throbbing in the crown, Natanarayana may 


dance happily with beautiful earrings (swinging) high." * 


NATANARAYANA | 279 


The iconography of a dancing Visnu analogous to that of dancing Siva has been evolved. 
It is, therefore, quite surprising to find quite a secular iconography for the Gem Palace 


ragachitra. 


Gem Palace Text: 
नटनारायणरागिणी- 

निधाय वीणां लयसावधानः 
संनादयन्‌ केकि लसत्कदम्बे। 
श्यामो युवत्वा कुचसक्तहस्तो 
नारायणोऽयं नटपूर्वकश्च।।' 


Natanarayanaragini 

Nidhaya vinàm layasavadhanah 
Samnadayan keki lasatkadambe | 
Syamo yuvatva kuchasaktahasto 


Narayano’yam natapürvakascha | | 
The metre is Upajati. 


Translation: Holding (lit. ‘placing’) the vind, careful about the rhythm, singing a tune to the 
peacock-adorned Kadamba tree, dark complexioned, with his hand attached to the breast of 
a young woman, he is Narayana with Nata prefixed. 


Both the textual iconography and visual image emphasize the ‘nata’ (dance) part and 
not the Narayana (pl. 43.1). The protagonists are either aristocrats or actors and there is no 
presence of Visnu indicated. A palace facade is seen, divided into the upper floor and balconies 
and a lower part which abuts the garden. On a large jharokha window to the top right is seen 
a royal couple engaged in viewing a dance-music performance below in a garden. This seems 
to be the king’s harem; one may see another lady, a subordinate queen or mistress who is 
also involved in viewing the performance. There are three performers below, one playing the 
cymbals, another the mrdanga or drum and in the centre is the main actor performing, it 
seems, nrtya, nrtta and gita. Nrtya is abhinaya or expressive acting, with emotive and evocative 
facial and hand gesture accompanied by singing. The type of percussion instruments which 
accompanies the singing to mark time here is the ghana vádya or idiophonic, viz. the tala or 
cymbals, There are also pieces of nrtta in between, i.e, pure dance or just foot-work or skillful 
hand-foot movements. These are accompanied here by the other precession instrument, the 
membranophonic or avanaddha vadya. This is capable of a variety of sounds to accompany 
the various sorts of foot movements. The vind mentioned in the text is not seen in the painting. 
It is only then that the name Natanarayana would seem logical. Otherwise there is nothing 
to indicate the presence of the deity here. In fact, the dancing-singing figure in the centre 


(possibly as Narayana) is possibly a man, dressed as a woman. 


280 | THE RAGACHITRAS OF MEWAR 


७ CamScanner 


DA ०२३) su qon wien ona Fe i a Agi ZÀ अ. TF, “hats 


LP 


hazananaine निथायबीणालयुसाव धन am 
वमेवा anamaaeq: Spir Bb 


mea YT ITY ITTY] 
EE HEKTAR 


PP: 
ED 


43.1 Nafandrdyana Raga, c. 1640 CE, Mewar, Gem Palace Series, National Museum, New Delhi, Accession no.50.354/16 
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43.2 Natanarayana Raga, c. 18" century cr, Kangra, National Museum, New Delhi, Accession no. 87. 1224 
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Natanarayana is a composite form of Siva and Narayana. More than a century later, a 
Kangra painting from the National Museum Collection shows this raga in a very different 
manner (pl. 43.2). The ‘ragaputra’ Natanarayana is shown as a syncretic image of Siva and 
Narayana. Nata is understood as Nate$a Siva and Narayana as Hari, this is evident enough. In 
fact, while images of Harihara are commonly seen in sculptures, it is rare, if not unique, to 
find a mention in the repertoire of the ragachitra. Even religious paintings may be seen but it 
is quite unique to find rügachitra of this composite form. This raises questions whether these 
were melodies or stutis sung for the composite form. 

The image is divided vertically into two neat halves, on the proper left is dark complexioned 
Visnu, and the proper right is a fair complexioned Siva, Visnu is clad in pitámbara (yellow silk) 
dhoti and Siva is clad in a tiger skin. 


The Devatamirtiprakarana mentions the visual representation of Harihara images: 


कार्योहरिहरश्चापिदक्षिणाद्धेंसदाशिव : | 
sm च हृषीकेशः श्वेतनीलाकृती क्रमात्‌।।* 


Translation: The composite form of Harihara should be made thus, on the right hand should 
be Sadasiva and on the left hand should be Rsikeša, in white and blue form respectively. 


The tiara is also differently fashioned into a composite tiara, kirita mukuta and jatamukuta. 
The kirita mukuta is embellished with gems in a three pronged crown, common in the 
Himalayan region. The jatamukuta, with a crescent moon, looks more like a turban, tilted 
and askew. A prominent third eye on the forehead is also visible, the facial features are serene 
and calm. A kanthi mala and Vaisnavite marks can be seen on Narayana’s arms, he holds a 
lotus and gem studded golden mace in his hands. Siva's four attributes are skillfully delineated 
in two hands, he is holding a trident, damaru, kamandalu and patra. There is also a snake 
around his neck. 

The composite figure of Natanarayana stands firmly on a lotus. Their vahanas, Nandi on 
the proper right and Garuda on the proper left are also prominently placed on either side. With 
flowering trees and bushes, the rolling green hills of the Kangra hills form the background to 
the painting. The entire painting is set in the typical style of red Kangra border. 

What we perceive in the Mewar rdgachitra is a corrupt form wherein the Natesa aspect 
has been modified into a Nata or dance aspect. The visual representation in Mewar is more 
secular and away from iconographic accuracy. The form of the deity has been raised from 
textual, religious or devotional genre to a more popular diction and reference. One may also 
understand this shift through the prominence of Vaisnava practices in the regions of Rajasthan 
and Gujarat, which can be a pertinent factor in suppressing the visual representation of the 
NateSa Siva aspect. Whereas, in the H imalayas, due to the strong presence of Saiva and Sakta 


cult, the Kangra rdgachitra presents a clear and more syncretic form of this aspect. 
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ENDNOTES 


. श्रीरागश्च वसन्तश्च पञ्चमो भैरवस्तथा। 
मेघरागश्च विज्ञेयः षष्ठो नट्टनरायण! । । AP, 238.15. 

2. नीलवर्णश्चतुर्बाहुर्नारायण इवापरः। 

शङ्कचक्रगदावीणाकरो गरूडवाहनः।। 

मन्यते कैश्चिदेवायममतङ्गमतस्थितैः। । SR, IL2.Ragangopangapariksanam.2.62. 
3. नव्याम्बुदश्यामतनुर्मनोज्ञः प्रफुलूपङ्केरूहलो चनश्री:। 

चतुर्भुजः शङ्कगदारिप्चैर्नारायणोऽसौ नितरां विभाति 1 | RK, 2.150. 
4. इन्दीवरतनुरञ्चलपीतदुकूलो मणिस्फुरन्मकुटः। 
नरनारायण उच्चैः कुण्डलललितो मुदा नृत्येत्‌ | 
नटनारायणः; मुद्रा हर्षेणोच्चैरतितरां नृत्येत्‌। कीदृक्‌ ? इदीवरतनुः नीलोत्पलदलश्यामकायः; अञ्चन्ती 


शोभमाने पीतदुकूले यस्य सः। मणिभिः स्फुरन्भासमानो मुकुटो यस्य सः। कुण्डलललितः।। RV, 5.190. 
5. Devatàmürtiprakarana, edited and translated by Shrikrishna Jugnu (New Delhi: New Bharatiya 
Book Corporation, 2003), 6.57. 


— 
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Appendix 


Architectural Edifices as Depicted in 


Mewar Miniature Painting 


agachitra folios of the Mewar School of Painting belonging to the Bharat Kala Bhavan 

Collection, Chawand Series of 1605 CE, Sahibdin’s series and Gem Palace Collection 

present vignettes of architectural edifices rendered in a stylized manner. In order 
to aesthetically evaluate these edifices, it becomes imperative to analyse the generic make- 
up of Rajput architecture from the 15" to the 17^ centuries. The scope of this analysis will 
primarily include residential buildings since these have been prolifically depicted in the 
above mentioned folios. Comparing the architectural edifices depicted in these folios with 
those of contemporary palaces and fortresses of Mewar will be fruitful in establishing links 
between the represented and the actual structures. 

Interiors of palaces and mansions have been depicted in the series mentioned above. 
Their rendition is squat, two-dimensional and archaic in the Bharat Kala Bhavan folios since 
these belong to an earlier period. The inner as well as outer chambers have been articulated in 
a two-dimensional manner in the Chawand folios as well, but these exhibit a certain degree of 
sophistication when compared to the Bharat Kala Bhavan folios. In the paintings of Sahibdin 
and the Gem Palace folios, the depiction is comparatively refined in terms of both structure 
and ornament. A conscious effort has been made to depict the three-dimensionality of 
structures in a few of the Gem Palace folios, viz. ragachitras Megha, Nandabhairavi, Vibhasa 
etc. 

These inner chambers depicted were apparently located on the upper storeys of the 
palace and approached by steep staircases, The depiction of steps in the foreground of many 
of the Gem Palace folios indicates elevated palace chambers. These chambers appear to be 
arranged in an irregular manner, often piled on top of each other (pl. 1) as is reflected in 
Megha and often connected by passageways (pl. 2) as seen in Velavali, both belonging to the 
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1. Vertical arrangement of storeys, eastern facade of the City 2. Detail of passageway with a jharokhd, Nila Mahal, 


Palace Complex, c. 16^-17^ century cE, Udaipur southern side of Mor Chowk, mid 18^ century ce, City Palace 
Complex, Udaipur 
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3. Columns with corbel capitals, Haldighati kaksh, 1567-72 CE, 4. Arch with spearhead fringe, Badal Mahal Darwaza, c. late 
City Palace Complex, Udaipur 15" century CE, Chanderi, Madhya Pradesh 


Gem Palace Series. This is because the plan and layout of these palaces was to a large extent 
asymmetrical, since they were built over a period of time, sometimes spanning centuries 
and reflected the distinctive tastes of their many patrons. The columns of these colonnades 
appear to be prototypes of early temple columns (pl. 3). 

A conspicuous element in the Chawand ragachitra folios is the height of the inner 
chambers on the lower tier which the artist manages to achieve by employing soaring 
slender columns with corbel capitals as seen in Malavakoga, Málava&ri, Sorathi, Dipaka, Sri 
and Vibhasa. An elevated chamber is depicted in Khambhàvati, attested by the presence of a 
peacock perched on top and by a flight of steps in the bottom right corner. 

The arches seen in the Chawand rágachitra folios appear to be of the ornamental variety. A 
lotus bud fringe on the intrados of the arch can be seen in Varati. A similar pattern can be seen 
in the lotus-bud fringe ornament on the intrados of the main arch of Buland Darwaza, built 
in 1601 by the Mughal emperor Akbar at Fatehpur Sikri, A variant of this, i.e. the spearhead 


286 | THE RÁGACHITRAS OF MEWAR 


| 


CamScanner 


š Solr arch with five cusps, Chandra Mahal, 1620-28 ce, City Palace Complex, 


[ हंक 


6. Door with cusped arch, Darikhana ka 


Pol, c. 17" century CE, eastern facade of the 


City Palace Complex, Udaipur 


fringe can be seen decorating the intrados of the upper arch of the Badal Mahal Darwaza, 
Chanderi (pl. 4), a late 15" century structure. Another type is the cusped arch which can be 
seen in Malavako$a. 

Arches depicted in the Gem Palace and Sahibdin’s ragachitras also appear to be of the 
ornamental variety. These include include the split arch which can be seen in Sahibdin's 
Madhumadhavi. In the Gem Palace, split arches are seen in Varati and Gunakari. A variant 
of the split arch with cusps (pl. 5) can be seen at Chandra Mahal (1620-28 CE), in City Palace 
Complex, Udaipur. Also, multi-cusped arches on doors (pl. 6) as seen in Kamoda and Varati, 
are found at the City Palace Complex, Udaipur. 

Trabeate structures with low domes can be seen in the Bharat Kala Bhavan folios, as for 
example in Nanda bhairavi and Vibhasa. These are akin to the ones seen at Kumbhalagarh 
in the Nilakantha Mahadeva Temple (pl. 7). Ribbed domes are depicted in Saranga, Vibhasa, 
Kamoda, and Gandhara of the Bharat Kala Bhavan folios and Sorathi, Saranga and Dipaka of 
the Chawand ragachitra folios. Ribbed domes can be seen in as early as the 15^ century at 
Rana Kumbhá's Palace at Chittor and in the 16" century at Kumbhalagarh, the latter having 
an interesting variant of the ribbed dome in which the ribs have been twisted (pl. 8). Ribbed 
domes become more common in the 17^ century at Udaipur and can be seen at Maharana 
Karan Singh's Palace and the Badi Mahal (pl. 9), both located within the City Palace Complex. 
Vaulted roofs find ardent representation in the Gem Palace folios, frequently crowned with 
two or more lotus finials (pl. 10). 

Pavilions and jharokhas form an integral part of Rajput architecture (pl. 10). Pavilions are 
depicted in a perfunctory manner in the Bharat Kala Bhavan folios, often surmounting the 
lower chamber. They appear as squat structures, lacking proportion and perspective. It seems 
that the artist may have done so to fit them in the horizontal picture plane. The pavilions 
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7. Low domes with lotus finials, Nilkantha Mahadeva Temple, 8. Dome with twisted ribs, c. 16^ century CE, 
c. mid 15” century, Kumbhalagarh, Mewar Kumbhalagarh, Mewar 


9. Octagonal Pavilion with ribbed 10. Vaulted roof, pavilions and jharokhds, c. 16^ century CE, City Palace Complex, Udaipur 
dome, Badi Mahal, c.1699, City 
Palace Complex, Udaipur 


in Chawand ragachitra folios are rendered in a similar squat manner with projecting eaves 
and low domes which are sometimes ribbed as can be seen in folios, viz. Vibhasa, Varati, Sri, 
Sorathi, Dipaka and Khambhavati. In contrast, pavilions in the Gem Palace folios are rendered 
in a more sophisticated manner. 

Oriel windows or jharokhás are ubiquitous features of Rajput architecture (pl. 11). They 
are seen both as independent members as for example in Sorathi, Karnàta etc of the Gem 
Palace collection and are often illustrated in Sahibdin's paintings as well. At times, they form 
an ensemble with balconies (pl. 10), as seen in the Gem Palace Vibhasa folio. They appear to 
be raised on corbels, often assuming slender shapes, sometimes having bird and animal heads 
as their terminating members. At the City Palace Complex, Udaipur, elephant corbels (pl. 12) 
hold up the jharokhá-balcony ensembles on the eastern façade of the City Palace Complex 
and four geese corbels (pl. 13a) support the eaves of a Chaumukha pavillion located in the 
Zenana Mahal. Similar corbels can be seen in a Rasikapriyd folio of Sahibdin (pl. 13b). Also, 
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jl. Detail of a jharokhà with florette m 
City Palace Complex, Udaipur 


Complex, Uda ipur 


leaf corbels, holding up the lattice-screen jharokhà, can be 
seen in Sahibdin's Madhumadhavi. These bear semblance to 
the corbels seen at Nila Mahal, a mid 18^ century structure in 
the City Palace Complex, Udaipur (pl. 14). 

Serpentine corbels, supporting the projecting eaves of 
the chambers, appear in both the Bharat Kala Bhavan and 
Gem Palace folios. Out of the Bharat Kala Bhavan folios, 
these appear in Velavali, Gauri, Gaudi, Bhairava, Malava, 
Patamanijari, Varati and Kamoda. These corbels (pl. 15), 
hold up the eaves of the Zenana Mahal courtyard in the City 
Palace Complex, Udaipur. In the Gem Palace folios, slender 
serpentine corbels can be seen in Nandabhairavi and Lalita. 
Lion-headed eaves and brackets can be seen in a few Bharat 
Kala Bhavan folios, viz. Bangala, Dhanasri, Varati, Gunakari 
and Kamoda. These bear stylistic affinity to the leonine 
corbels (pl. 16) found in Man Singh Tomar's palace at Gwalior, 
a late 15" century structure. 

The profile of the architectural facade 
alternating projections and recesses 


Vibhasa, Madhumadhavi, Megha etc. In fol | 
picted with a 


मल iecting chamber is de | 
Malavagauda, 8 projecting two-tiered facade with 


j a ea 
adjacent to it. In Kamoda, one can 5९ 


appears to project outward while the sl 


(pl. 17). A limited view of this h 


ios such as Velavali, | 
slightly recessed bare or brick wall 


rine adjacent to it appea 


13a. Geese corbels, Chowmukha, Zenana 
Mahal (1620-28 cz), City Palace Complex, 


Udaipur 


s in these palaces gives an impression of 


as been captured in 


Málavaéri, Varati, Lalita and 


an open chamber which 


rs slightly recessed. 
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13b. Folio from the Rasikapriya, attributed to Sahibdin, National Museum, M. Leaf corbels holding up the jharokhas, 


New Delhi Nila Mahal, northern side of the Mor Chow&, 
c. mid 18" century CE, City Palace Complex, 
Udaipur 


Shrines depicted in the Bharat Kala Bhavan folios, viz. Vibhasa and Nandbhairavi, appear 
to be structures with low domes. A shrine depicted in Saranga of the Chawand ragachitra 
series is of the latina type with a ribbed-domed mangapa preceding it. A shrine with a Sekhari 
$ikhara can be seen in Devagandhàra of the Gem Palace Series where the artist has even 
painted painted a dormer window like opening, a characteristic which can be seen at the Vedi 
Temple Complex, a mid 15" century temple at Kumbhalagarh (pl. 18). In the Gem Palace Todi 
and Kedara, Nagara type shrines, possibly of the latina variety can be discerned. 

Gardens occupy the lower register in many of the Gem Palace folios, indicative of the 
outdoor environment. However, in both Kalyana and Sorathi, a full fledged depiction of 
gardens can be seen. 

Regarding the ornamentation, facades depicted in the Gem Palace folios are embellished 
with stone friezes consisting mostly of battlement patterns of two types — one depicting 
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15. Serpentine corbels, Zenana Mahal, 1620-28 cE, City Palace Complex, 16. Leonine corbels, Eastern Courtyard of 
Udaipur the Gurjari Mahal, c.1439 cE, Man Mandir, 
Gwalior 


18, Sekhari $ikharas, Vedi Temple Complex, 1457 CE, 
City Palace Complex, Udaipur Kumbhalagarh, Mewar 


crenellations and the other depicting a series of stylized merlons, The former can be seen 
at Rand Kumbha’s Palace at Kumbhalagarh (०1457 ck) (pl. 19). The latter can be seen at the 
Chandra Mahal (c.1620-28 CE), Badi Mahal (c.1699 07) and other structures in the City Palace 
Complex, Udaipur (pls. 20 & 21). Cornice embellishments composed of a series of merlons, 
rendered blue in colour in the rdgachitra folios of the Gem Palace Collection and those 
attributed to Sahibdin, are possibly indicative of glazed tile work. Both patterns together can 
be seen in the Zenana Mahal of the City Palace Complex, Udaipur (pl. 22). 
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19. Battlement crowning the topmost tier of Rana Kumbha's 20. Detail of battlement, City Palace Complex, Udaipur 


palace, c. mid 15* century CE Kumbhalagarh, Mewar 


2L Detail of battlement pattern, Chandra Mahal, 1620-28 cz, City Palace 22. Blue tiled merlons on the cornice of the 
Complex, Udaipur Zenana Mahal, 1620-28 CE, City Palace 
Complex, Udaipur 


In the Gem Palace folios, the aforementioned embellishments are ubiquitous. They can 
be seen either singly as in Malavagauda, Kafi etc. for the first type; Dhanasri, Sri, Gunakari etc. 
for the second type; or both together in Pafichama, Malavakaisika, Malavasri, Sorathi, Megha 
and Bhairava. An early representation of these architectural ornaments can be seen in the 
Bharat Kala Bhavan folios where they are rendered in an archaic manner. 

A stylized floral pattern is seen on the plinth in the Gem Palace folios of Pañchama, Varati, 
Velavali, Megha, Gunakari and Lalita and on the cornice in the folios Vibhasa, Sorathi and 
Dipaka. This floral pattern is depicted at the City Palace, Udaipur and can be seen in the Badi 
Mahal (pl. 23) built by Maharana Amar Singh II. 

In Rajput residential architecture, each tier of the fagade, beginning with the plinth is 
demarcated by the use of a moulding commonly referred to as pipala patti (pl. 24), with leaves 
akin to those of the pipala (Ficus religiosa) tree. This moulding appears on the plinth of almost 
all the facades depicted in the Gem Palace folios. 
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23, Stylized floral pattern on the plinth of the balcony, Badi 2A, Steps with pipala patti motif, City Palace Complex, 
Mahal, 1699 cE, City Palace Complex, Udaipur Udaipur 


25. Plain Coffered door, Dilkhushal Mahal, 26. Pink and blue coffered 27. Ivory coffered door, Moti Mahal, 1620-28 cz, 
1620-28 cz, City Palace Complex, Udaipur door, Kanch Ki Burj, 1620-28, ‘City Palace Complex, Udaipur 
City Palace Complex, Udaipur 


Coffered doors, both ornamented and plain are depicted in many of the Gem Palace 
folios. The ones seen in Vibhasa, Dipaka, Sri, Bhairava and Malavasri are ornamented while 
the ones in Malavagauda are plain. In the Chawand folios, coffered doors can be seen in 
Dipaka, Sorathi, Malavaéri and Varati, out of which the former three have the ornamented 
variety while the one seen in Varati is plain, Similar doors are in-situ and on display at the City 
Palace Complex, Udaipur (pls. 25, 26 & 27). 

Latticed windows and stained glass windows, seen at the City Palace, Udaipur (pls. 28 & 
29), are depicted both in the Gem Palace folios and those of Sahibdin. Stained glass windows 
were probably made by dividing the space demarcated for the window into a number of 


squares and placing glass chips inside them. Another variant of this includes fitting chips of 
q placing 8 p 8 
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28. Latticed windows, Maharana Karan Singh's Palace, 1620-28 CE, City 29. Stained glass windows with coloured 
Palace Complex, Udaipur chips, Chini Ki Chitrashali, c. 18” century 
CE, City Palace Complex, Udaipur 


“र| es A 
fO 
LIII 


.. fs 
` 


30. Stained glass latticed windows, Chandra Mahal, 1620-28 31. Florettes flanking the jharokhas on the facade of Amar Mahal, 
CE, City Palace Complex, Udaipur 1597-1620 cE, City Palace Complex, Udaipur 


coloured glass into stone screens with intricate floral and geometrical patterns (pl. 30). The 
latter have been rendered in a reductionist manner in the Gem Palace folios and made to 
match the coffered doors of the chambers, 

Embellishments in the form of tiled or painted florettes are rendered in the Gem Palace 
folios, viz. Madhumadhavi, Karnata, Velavali, Lalita, Bhairava and Sorathi. These are seen 
flanking the jharokhds on the eastern facade of the Amar Mahal (1597-1620 CE) in the City 
Palace Complex, Udaipur (pl. 31). A tiled florette (pl, 32) can be seen just below the Surya 
Gokhda which houses the sun emblem of the Mewar royal family at City Palace Complex, 
Udaipur. 

Alcoves, both painted and engraved, occur frequently in both Indo-Islamic and Rajput 
residential architecture, These can be seen inside the chambers of the Chawand ragachitra 
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$2. Blue tiled florette, below 33. Engraved alcoves depicted above a cusped arch, Badi Mahal, 1699 ce, City Palace 
Surya Gokhda, 17” Century CE, Complex, Udaipur 
Eastern facade of the City Palace 

Complex, Udaipur 


folios, the folios of Sahibdin and the Gem 
palace folios. A marble pavilion in the Badi 
Mahal, forming the topmost storey of the 
City Palace Complex, Udaipur, has alcoves in 
marble engraved with wine bottles and flower 
vases (pl. 33). A pavilion in the Jag Mandir, 
built by Maharana Karan Singh (1620-28 
CE), is also embellished with similar alcoves 
(pl. 34). In the Bharat Kala Bhavan folios, PA 
viz. Dhanaśrī and Velāvalī, niches with wine - - -— 


| 5528%£2 


bottles and related equipment appear to 
crown the chambers. These, it can be deduced, 
probably allude to painted alcoves and have 
been depicted in such a manner by the artist. 

The walls of the chambers in the Gem 
Palace folios have painted floral scrolls 
executed in an extremely skilful manner, 
imparting an elegant look to the chamber 


interiors, Similar interiors can be seen at the 


| हु i 34. Pavilion wi 5, 1620-28 cE, ir, Udai 
City Palace Complex, Udaipur (pl. 35). 34. Pavilion with alcoves, 1620-28 ce, Jag Mandi 1 
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35. Painted room in the Surya Chaupal, 36. An awning on display at the City Palace Complex Museum, Udaipur 
1620-28 CE, City Palace Complex, Udaipur 


Awnings can be seen in many of the Bharat Kala Bhavan folios, viz. Dhanasri, Velavali, 
Bhairava, Lalita, Gaudi, Bhairavi, Dipaka, Ramagiri, Kamoda, $ri, Khambhavati and Gandhara. 
Out of the Gem Palace folios, a red coloured awning can be seen in Malavasri. These awnings 
bear stylistic affinity to an awning on display at the City Palace Complex, Udaipur (pl. 36). 

A recurrent motif in Gem Palace folios is the golden sun, the insignia of the Mewar Royal 
family. It is rendered in an animated manner with a human face. It is ensconced in the Surya 
Gokhda on the eastern fagade of the City Palace Complex, Udaipur (pl. 32). 
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